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HE want of a system of Rhetoric upon a 

t concise plan, and at an easy prioe* trill, it is pre* 

suined, render tbis little volume acceptable te 

the public. To collect knowledge, which is scat* 

tared over a wide extent, into a small compass ; 

If it has not the merit of originality, has at least 

the advantage of beibg useful. Many, Who are 

terrified at the idea of travelling over a pondrous 

Volume in search of information, will yet set 

ttit on a short jtiuraay in purtutt of Science with 

alacrity and profit Those* for Whom the |ol* 

lowing essays are principally intended, Will 

I derive peculiar benefit from the brevity, If I A 

which they are conveyed. To youth, who ait 

engaged in the rudiments of learning ; whoa* 

time and attention must be occupied by a variety 

of subject* ; every bfanefc of science should ba 

► tendered as concise as possible Hence tbe> at* 

O ttntion is not fatigued, nor the memory ote> 

~* loaded- 

That a knowledge of Rhatotk forms a very 
" material part of the Hacattai of a polite scholar 
" must be universally allowed. Any attempt, 
~ therefore, however imperfect* lb make to uwfid 
£ an art more generally known; has claim to that 
* praise which is the reward of good -intentrorK 
n . With this the editor will be sufficiently Satisfied $ 
«- since being serviceable to others is the meat 
agreeable method of becoming contented With 
^ ourselves. 
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• INTRODUCTION, 

« 

A PROPER acquaintance with th* 
Circle of liberal arts k requisite to the 
study of Rhetoric and Belles Lettres. 
To extend the knowledge of them 
must be the first care of those, who 
wish, either to write with reputation, 
or so to express themselves in public, 
as to command attention. Among 
the ancients it was an essential prin- 
ciple, that the orator ought to be con- 
versant in every department of learn- 
ing. No art indeed can be contrived 
which can stamp merit on a composi- 
tion, rich or splendid in expression, 
but barren or erroneous in sentiment. 
Oratory, it is true, has often been dis- 
graced by attempts to establish a false 
criterion of its value* Writers haye 
endeavoured to supply want of mat- 
ter by graces of composition ; and 
courted the temporary applause of 
the ignorant instead of the lasting ap- 
probation of the discerning. But 
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such imposture must be short and 
transitory. The body and substance 
of any valuable composition must be 
formed of knowledge and science. 

Rhetoric eoffiptaftHfeettrtftturMftd 
adds the palish ; bat firm and solid 
bodied only are able t* i«ctei*e it* 

Among th* Jeafrted it ha* long been 
a contested, and remains Mill ail uti* 
deeded question*, Whether natuife <>t 
art contribute most toward tZceU 
Jertce in writing and discourse. Vail* 
bus may be the opinion* wilfe respect 
to the manner, in Vebteh art oati m^t 
effectually fomfah aid for fctich a pttis 
pose ; and it wete presumption to **<■■ 
sortvthat rfietorical nrtes,hew just so- 
ever, ana sufficient to form an orator 
Private application and fctoidy> sup* 

osittg natural gtmu* to be feVoUra* 

~e, are certainly superior to any 
system of publte instruct!***. Btit* 
though rules and instructions cannot 
effect evety thing wftich fc ttq^sltfev 
they may be of cotfcidfcrabte tite; If 

they cannot inspire genius they tarn 

give it direction and a&istfettfe. If 
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tkey cannot male barrenness fruitful 
they can correct redundancy. They 
present proper models for imitation ; 
they point out the principal beauties 
which q ught to be studied, aqd the 
chief faults which ought to be avoid- 
ed ; and consequently tend to enligh- 
ten taste, and to conduct genius front 
unnatural deviations into its proper 
channel. Though they are incapable 
of producing great excellencies, they 
may at least serve to prevent con* 
3iderable mistakes. 

In the education of youth, no object, 
has appeared more important to wise 
men in every age, than to excite in 
them an early relish for the enter- 
tainments of taste. From these to the 
discharge of the higher and more im- 
portant duties of life the transition is 
natural and easy. Of those minds, 
which have this elegant and liberal 
turn, the most pleasing hopes may be 
entertained. On the contrary, entire 
insensibility, to eloquence, poetry, 
pr any of the line arts, may justly be 
^Oflsidered, as a bad symptom i$ 
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youth ; and suppose! them inclined 

to low gratifications, er capable of 

being engaged only in the common 
pursuits of life. 

Improvement of taste seems to be 
more or less connected with every 
good and virtuous disposition. By 

giving frequent exercises to the ten- 
er and humane passions, a Cultivated 
taste increases sensibility ; yet, at 
the same time, it tends to soften the 
more violent and angry emotions. 

In&nwu didwtne fitkliUr aHet 
tSmoUU mort*, nutMii tm-fewu 

Thttt t*U*M tail have htjedatfirtl fainktod, 
Soften'd the rode and eata'd the boiHmaf ntad* 

Poetry, eloquence, and history con- 
tinually exhibit to our view those ele- 
vated sentiments and high examples, 
which tend to nourish in our minds 
public spirit, love of glory, contempt 
of external fortune, and admiration 
of every thing, truly great, noble, and 
illustrious. 



LECTURES 

ON RHETORIC. 

ABRIDQED. 



TASTE. 

[PASTE is a the power of receiving pleasure 
*r pain from the beauties or deformities of na- 
ture and of art. 9 ) It is a faculty common i» 
lome degree to atl men. Through the circle 
>f human nature, nothing is more genera), than, 
the relish of beauty of one kind or other ; of 
what is orderly, proportioned , grand, harmoni* 
out, new, or sprightly. Nor does there prevail 
lest generally a disrelish of whatever is gross, 
dtsproportioned, disorderly, and discordant. In 
children the rudiments of taste appear very 
early in a thousand instances ; in their partiality 
for regular bodies, their fondness for pictures 
anjl statues, and their warm attachment ta 
whatever is new or astonishing. The most stu- 
pid peasants receive pleasure from tales and 
ballads, and are delighted with the beautiful ap- 
pearances of nature in the earth and heavens. 
Even in the deserts of America, where human 
nature appears in its most uncultivated state^ 



1 2 Tost*. 

ithe savages have their ornaments of dress, thek 
war and their death songs, their harangues and 
their orators. The principles of taste must 
therefore be deeply founded in the human mind. 
To have some discernment of beauty is no less 
essential to man, than to possess the attributes of 
speech and reason. 

Though no human beiqg can he entirely de- 
void of this faculty, yet it is possessed jn very 
different degrees. In £ome men only faint 
glimmerings of taste are visible ; the beauties, 
which they relish are of the coarsest kind ; and 
of these they have only a weak and confused 
impression ; while in others, taste rises to an 
acute discernment, and a lively enjoyment of> 
the most refined beauties, 
. This inequality of taste aniong men is to be . 
ascribed undoubtedly in part, to the different 
frame of their natures ; to nicer organs, and 
more delicate interna) powers, with which some - 
are endued beyond others ; yet it is owing still . 
more to culture and education. Taste is certain- 
ly one of the most improvable faculties of our 
nature. We may easily be convinced of the . 
truth of this assertion by only reflecting on that . 
immense superiority, which education and im- 
provement give to civilized, above barbarous na- . 
tions, in refinement of taste ; and on the adva^- • 
tage, which they give in the saeae nation, to 
those, who have studied the liberal arts, above 
the rude and illiterate vulgar. 

Reason and good sense have so extensive an 
influence on all tbe operations and decisions qf 
.ta'ste, that a completely good taste may well fee 
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considered, as a power compounded of natural 
sensibility to beauty, and of improved under- 
standing. To be satisfied of this, we may ob- 
serve, that the greater part of the productions 
of genius are no other than imitations of nature ; 
representations of the characters, actions, or 
jnanners of men. Now the pleasure we expe- 
rience from such iriri tat ions or representations, 
is fcunded on mere taste ; but to judge, whether 
they be properly executed, belongs to the un- 
derstanding, which compares the copy with tfye 
original. 

In reading, for instance, the Eneifd of Virgil, 
a great part of our pleasure arises from the 
proper conduct of the plan or story ; from all 
the parts being joined together with probability 
and due connection; from the adoption of the 
characters from nature, the correspondence of the 
sentiments to the characters, and of the style to 
the sentiments. The pleasure, which is derive^ 
from a poem so conducted, is felt or enjoyed by 
taste, as an internal sense ; but the discovery 
of this conduct in the poem is owing to reason ; 
and the rnore reason enables us to discover such 
propriety in the conduct, the greater will be 
our pleasure. 

The constituents of taste, when brought to its 
most perfect state, are two, delicacy and cor? 
rectness. 

Delicacy of taste refers principally to the per- 
fection of that natural sensibility, on which taste 
is founded. It implies those finer organs or 
powers, which enable us to discover beauties, 
that are concealed from a vulgar eye. It is 
» 
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judged of \>y the same tnarks, that we employ 
in judging of the delicacy of an external sense. 
As the goodness of the palate is not tried by 
strong flavours., but by a mixture of ingredients, 
where, notwithstanding the confusion, we re- 
main sensible of each ; so delicacy of internal 
taste appears, by a quick and lively sensibility 
to its finest, most compounded, or most latent 
objects. 

Correctness of taste respects the improve- 
ment this faculty receives through its connection 
with the understanding. A man of correct taste 
is one, who is. never imposed on by counterfeit 
beauties ; who carries always, in bis own mind, 
that standard of good sense, which he employs 
in judging of every thing. He estimates wit{i 
propriety the relative merit of the several beau- 
ties, which ' he meets in any work of genius ; 
refers them to their proper classes ; assigns tfce 
principles, as far as they can be traced, whence 
their power of pleasing is derived ; and is pleas- 
ed himself precisely in that degree, in which he 
ought, and no more. 

Taste is certainly not an arbitrary principle, 
which is subject to the fancy of every individual, 
and which admits no criterion for determining, 
whether it be true or false, Its foundation is 
the same in every human mind. It is built upon 
sentiments and perceptions, which are insepar- 
able from our nature ; and which, generally 
operate with the same uniformity, as our other 
intellectual principles. When these seotimenti 
are perverted by ignorance or prejudice, they 
may be rectified by reason. Their sound ami 
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natural state is finally determined by comparing 
fbem with the general taste of mankind. Let 
men declaim as much as they please, concern- 
ing the caprice and uncertainty of taste ; it is 
found by experience, that there are beauties, 
which, if displayed in a proper light, have power 
to command lasting and universal admiration. 
Id every composition, what interests the ima- 
gination, and touches the heart, gives pleasure 
to all ages' and nations. There 1s a certain 
string, which being properly struck, the human 
heart js so made, as to accord to it. 

Hence the universal testimony, which the 
most improved nations of the earth, through a 
long series of ages, liave concurred to bestow on 
some few works of genius ; such, as the Iliad 
of Homer, and the Eoeid of Virgil. Hence the 
authority which such works have obtained, as 
standards' of poetical composition ; since by 
them we are enabled to collect, what the sense 
of mankind is, with respect to those beauties, 
which give them the highest pleasure, and which 
therefore, poetry ought to exhibit. Authority 
or prejudice may, in one age or country, give a 
short Jived^reputation to 'an indifferent poet, or 
a bad artist ; but when foreigners, or posterity 
examine bis works, his faults are discovered, 
and the genuine taste of human nature is seen. 
Time overthrows the illusions of opinion* but 
establishes the decisions of nature. 
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CRITJCKM. GENIUS. PLEASURES O* 
TASTft SUBLIMITY IN OBJEtTTS, 

VpRUE criticism is the application of taste 
and of good sense, to the several fine arts. Its 
design is to distinguish, what is beautiful, and 
what is faulty in every performance.) From 
particular instances it ascends to general prin- 
ciples , and gradually forms rules or conclusions 
concerning the several kinds of beauty in, works 
of genius. 

Criticism is an art, founded entirely on ex* 
perience ,• on the observation of such beauties, 
as have been! found to please mankind most 
generally, for eiample, Aristotle's rules con- 
cerning the unity of action in dramatic and epic 
composition, were not first discovered by 
logical reasoning, and then applied to poetry ; 
but they were deduced from the practice ot 
Homer and Sophocles. They were founded 
upon observing the superior pleasure, which we 
derive from the relation of an action, which ia 
one and entire, beyond what we receive from 
the relation of scattered and unconnected facts. 
1 A superior genius, indeed, will of himself, 
nninstructed, compose' in such manner, as is 
agreeable to the most important rules of criti- 
cism ; for, as these rules are founded in, nature, 
nature will frequently suggest them in practice. 
Homer was a cquainted with no system of the 
art of poetry * Guided by genius alone, he 
composed in verse a regular Story, which al| 
( succeeding ages have admired. This, however, 
is no argument against the usefulness of crit^ 
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cism. For since no human genius is perfect, 
there is no writer, who may not receive assist- 
ance from critical observations upon the beau- 
ties and faults of those, who have gone before 
him. No rules indeed can supply the defects 
of- genius, or inspire it, where it is* wanting ; 
but they may often guide it into its proper chan- 
nel ; tbey may correct its extravagancies, and 
teach it the most just and proper imitation of 
nature. Critical rules are intended chiefly to 
point out the faults, which ought to be avoided. 
We must be indebted to nature for the produc- 
tion of eminent beauties. 
^Gewito is a word which in common accepta- 
tion extends much further, than to objects of 
taste. It signifies that talent or aptitude, which 
we receive from nature, in order to excel in 1 
any one thing whatever. ) A man is said to have 
a genius for mathematics as well as a genius for 
poetry ; a genius for war, for politics, or for any 
mechanical employment. 

Genius may be greatly improved by art and 
study ; but by them alone it cannot be acquired. 
As it is a higher faculty than taste, it is ever, 
according to the common frugality of nature, 
more limited in the sphere of its operations. 
There are persons, not unfrequently to be met, 
who have an excellent taste in several of the 
polite arts ; such, as* music, poetry, painting, 
and eloquence ; but an excellent performer in 
all these arts is very seldom found ; or rather 
is not to be looked for. A universal genius, or 
one who is equally and indifferently inclined, 
toward several different professions and arts, is 
a 2 
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not likely to excel in any. Although there may- 
be some few exceptions, yet in general it is true, 
that, when the mind is wholly directed toward 
some one object exclusively of others, there is 
the fairest prospect of eminence in that, what- 
ever it may be. Extreme heat can be produ- 
ced, only when the rays converge to a single 
point. Young persons are highly interested in 
this remark ; since it may teach them to ex- 
amine w,itb care, and to pursue with ardour, that 
path, which nature has marked out for their pe- 
culiar exertions. 

The nature of taste, the nature and impor- 
tance of criticism, and the distinction between 
taste and genius, being thus explained ; the 
sources of the pleasures of taste shall next be 
considered. Here a very extensive field is 
opened*; no less, than all the pleasures of the 
imagination, as they are generally called, 
whether afforded us by natural objects, or by 
imitations and descriptions of, them. It is not, 
however, necessary to the purpose of the pres- 
ent work, that all these be examined fully ; 
the pleasure, which we receive from discourse 
or writing, being the principal object of them. 
Our design is to give some opening into the 
pleasures of taste in general, and to insist mote 
particularly upon sublimity and beauty. 

We are far from having jcet attained any sys- 
tem concerning this subject. A regular inquiry 
into it was first attempted by Mr. Addison, in 
bis essay on the Pleasures of the Imagination. 
By him these pleasures are ranged under, three 
heads, beauty, grandeur, and novelty. His 
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speculations on this subject* if not remarkably 
profound, are very beautiful and entertaining ; 
and he has the merit of having discovered a 
track, which was before untrodden. Since his 
time the advances, made in this part of philo- 
sophical criticism, are not considerable ; which 
is owing, doubtless, to that thinness and subtil* 
ty , which are discovered to be properties of all 
the feelings of taste. It is difficult to enume- 
rate the several objects, which give pleasure to 
teste ; it is more difficult to define all those, 
which have been discovered, and to range (hem 
in proper classes ; and, when we would proceed 
further, and investigate the efficient causes of 
the pleasure, which we receive from such ob- 
jects, here we find ourselves at the greatest loss. 
For example, we all learn by exptrience,that some 
figures of bodies appear more beautiful toan 
others; on* further inquiry we discover that the 
regularity of some figures, and the graceful 
variety of others, are the foundation of the 
beauty, which we discern in them ; but, when 
we endeavour to go a step beyond this, and 
inquire, why regularity and variety produce in 
•ur minds the sensation of beauty $ any reason, 
we can assign, is extremely imperfect. Those 
first principles of internal sensation, nature ap- 
pears to have studiously concealed. 

It is some consolation, however, that although 
the efficient cause is obscure, the final cause 
of those sensations lies commonly more open ; 
and here we must observe the strong impres- 
sion, which the powers of taste and imagination 
are calculated . to give us of the benevolence oi 
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our Creator. By these powers he hath widely 
enlarged the sphere of the pleasures of human, 
life ; and those too of a kind the most pure and 
innocent. The necessary purposes of life 
might have been answered, though our senses 
of seeing and hearing had only served to dis- 
tinguish external objects, without giving us 
any of those refined and delicate sensations of 
beauty and grandeur, with which we are now so 
much delighted. 

< The pleasure, which arises from sublimity 
or grandeur, deserves to be fully considered ; 
because it has a character more precise and dis- 
tinctly marked, than any other of the pleasures of 
the imagination, and because it coincides more 
directly with our main subject. The simplest 
form of external grandeur is seen* in the vast 
and boundless prospects, presented to us by na- 
ture ; such as widely extended plains, of which 
the eye can find no limits ; the firmament of 
heaven ; or the boundless expanse oi the 
ocean. All vastness produces the impression 
of sublimity. Space, however, extended in 
length, makes not so strong an impression, as 
height or depth. Though a boundless plain is 
a grand object ; yet a lofty mountain to which 
we look up, or an awful precipice or tower, 
whence we look down on objects below, is still 
more so. The excessive grandeur of the fir- 
mament arises from its height, added to its 
boundless extent ; and that of the ocean, not 
from its extent alone, but from the continual 
motion and irresistible force of that mass of 
waters. Wherever space is concerned, it i$ 
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evident that amplitude, or greatness of extent, 
in one dimention or other, is necessary to gran- 
deur. Remove all bounds from any object, and 
you immediately render it sublime. , Hence in- 
finite space, endless numbers, . and eternal dura- 
tion, fill the mind with great ideas. 

The most copious source of sublime ideas 
seems to be derived from the exertion of great 
power and force. Hence the grandeur of 
earthquake? and burning mountains ; of great 
conflagrations. ; of the boisterous ocean ; of 
the tempestuous stoim \ of thunder and light- 
ning ; and of all the unusual violence of 
the elements. A stream which glides along 
gently within its banks, is a beautiful object; 
but, when it rushes down with the impetuosity 
and noise of a torrent, it immediately becomes 
a sublime ope. A race horse is viewed with 
pleasure ; but it is the war horse, " whose necl^ 
Is clothed with thunder," that conveys gran- 
deur in its idea. The engagement of two power- 
ful armies, as it is the highest exertion of hu- 
man strength, combines various sources of the. 
sublime ; and has consequently been ever con- 
sidered, as one of the most striking and magni- 
ficent spectacles, which can be either presented 
to the eye, or exhibited to the imagination in 
description. 

All ideas of the solemn and awful kind, and 
even bordering on the terrible, tend greatly to as- 
sist the sublime ; such as darkness, solitude, and 
silence. The firmament, when filled with stars, 
scattered in infinite numbers and with splendid 
profusion, strikes ihe imagination with mprft 
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awful grandeur, than when we behold it en- 
lightened by all the splendour of the sun. 
The deep sound of a great bell, or the striking 
of a great clock, is at any time grand and awful ; 
but, when beard amid the silence and stillness 
of night, they become doubly so. Darkness is 
very generally applied for adding sublimity to all 
pur ideas of the Deity. " He maketh darkness; 
his pavillion ; be dwelleth in the thick cloud.'* 
Thus Milton r 

— How ofl amid 

Thick clouds and dark doe; heaven's all ruling Sire 
Choose to reside, his glory un obscured ; 
And with the majesty of darkness round 
(Circles his throne 

Obscurity is favourable to the sublime. The 
descriptions given us Of appearances of super- 
natural beings, carry some sublimity ; though 
the conception, which they afford us, be con- 
fused and indistinct. Their sublimity arises 
from the ideas, which they always convey, of 
superior power and might connected with 
awful obscurity. No ideas, it is evident, are so 
sublime, as those derived from the Supreme 
Being, the most unknown, yet the greatest of 
all objects ; the infinity of whose nature and 
the eternity of whose duration, added to the 
omnipotence of his power, though they sur- 
pass our conceptions, yet exalt them to the 
highest. » v 

Disorder is also- very compatible with gran- 
deur ; nay, frequently heightens it. Few things 
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which are exactly regular and methodical, ap- 
pear sublime. We see the limits on every 
side ; we feel ourselves confined ; there is no 
room for any considerable exertion of the mind. 
Though exact proportion of parts* enters often 
into the beautiful, it is much disregarded in the 
sublime. A great mass of rocks, thrown to- 
gether by the hand of nature with wildness and 
confusion, strikes the mind with more grandeur, 
than if they had been adjusted to each other with 
the most accurate symmetry. 

There yet remains one class of sublime 
objects to be mentioned, which may be termed 
the moral or sentimental sublime, arising 
from certain exertions of the mind ; from cer- 
tain affections and actions of our fellow creatures. 
These will be found to be chiefly of that 
class which comes under the name of magna- 
nimity or heroism ; and they produce an 
-effect very similar to what is produced by a 
view of grand objects in nature, filling the mind 
with admiration, and raising it above itself. 
Wherever in some critical and dangerous sit- 
uation we behold a man uncommonly intrepid, 
and resting solely upon himself; superior to pas- 
sion and to (ear ; animated by some great 
principle to contempt of popular opinion, of self- 
ish interest, of dangers,. or of death; we are there 
struck with a sense of the sublime. Thus Pe- 
jus, when taken by Alexander, after a gallant 
defence, being asked in what manner he would 
be treated ; answered, " Like a King ;" and 
Cesar, chiding the pilots who was afraid to set 
out with him in a storm, " Quid times ? C»sa- 
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rem vehis," are good instances of the sentimental 
sublime. 

The sublime in natural, and in moral objects, 
is presented to us in one view, and compared to- 
gether in the following beautiful passage of Aken- 
side's Pleasures of the imagination. 



Look then abroad through nature to the range 
Of planets, nuns, and adamantine spheres, 
Wheeling, unshaken, through the void immense! 
Anil speak, O Man ; does this capacious scene, 
With half that kindling majesty, dilate 
Thy strong conception, as when Brutus rose 
^Refulgent from the stroke of Cesar's fate . 
Amid the crowd of patriots ; and his arm 
Aloft extending, like eternal Jove, 
When guilt brings down the thunder, cali'd aloud 
On Tally's name, and shook his crimson steel, 
And bade the father of bis country hail ! 
For lo ! the tyrant prostrate on the dust ; 
And Ifcme again js free. ■ 



It has been imagined by an ingenious author, 
that terror is the source of the sublime ; and 
that no objects have this character, but such, as 
produce impressions of pain and danger. Many 
terrible objects are indeed highly sublime ; nor 
does grandeur refuse alliance with the idea of 
danger. But the sublime does not consist wholly 
in modes of danger and pain. In many grand 
objects there is not the least coincidence with 
terror ; as in the magnificent prospect of widely 
extended plains, and of the starry firmament; or 
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in the mora] dispositions and sentiments, which 
we contemplate with high admiration. In many 
painful and terrible objects also, it is evident, 
there is no sort of grandeur. The amputation of 
a limb, or the bite of a snake, is in the highest 
degree terrible ; but they are destitute of all 
claim whatever to sublimity. It seems just to 
allow that mighty force or power, whether at* 
tended by terror or not, whether employed in 
protecting or alarming us, has a better title, than 
any thing yet mentioned, to be the fundamental 
quality of the sublime. There appears to be no 
sublime object, into the idea of which strength 
and force either enter not directly, or are not at 
least intimately associated, by conducting our 
thoughts to some astonishing power, as concerned 
in the production of the object. 



SUBLIMITY IN WRITING. 

THE foundation of the sublime in compost* 
tion must always be laid in the nature of the 
object described. Unless it be such an object, 
as, if presented to our sight, if exhibited to us 
in reality, would excite ideas of that elevating, 
that awful, and magnificent kind, which we 
call sublime , the description, however finely 
drawn, is not entitled to be placed under this 
c 
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.class. This excludes all objects, which ar* 
merely beautiful, gay, or elegant. Beside, the 
object must not only in itself be sublime, bnt it 
must be placed before us in such a light, as is 
best calculated to give us a clear and full 
impression of it ; it mast be described with 
strength, conciseness, and simplicity. This de- 
pends chiefly upon the lively impression, which 
the poet or orator has of the object, which he 
exhibits ; and upon his being deeply affected and 
animated by the sublime idea, which he would 
convey. If bis own feeling be languid, he can 
never inspire his reader with any strong emotion. 
Instances, which on this subject, are extremely 
necessary, will clearly show the importance ojf 
all these requisites. 

It is chiefly among ancient authors, that we 
are to look for the most striking instances o.f 
the sublime. The eajly ages of the world, and 
the uncultivated state of society were peculiarly 
favourable to the emotiops of sublimity. The 
genius of men was then very prone to admira- 
tion and astonishment. Meeting continually 
new and strange objects, their imagination was 
kept glowing^ and their passions were often 
raised to the utmost. They thought and 
expressed themselves boldly without restraint. 
In the progress of society the genius and man- 
ners of men have undergone a change more 
favourable to accuracy, than to strength or sublira- 

Of all writings, ancient or modern, the Sac- 
ked Scriptures afford the most striking instan- 
ces of the sublime. In them the descrip- 
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lions of (he Supreme Being are wonderfully 
noble, both from the grandeur of the object* 
and the manner of representing it. What an 
assemblage of awful and sublime ideas is present- 
ed to us in that passage of the eighteenth PsaJm* 
where an appearance of the Almighty is des- 
cribed ! " In my distress I called upon the 
Lord ; be heard my voice out of his temple, 
and my cry came before bim. Then the earth, 
shook and trembled ; the foundations of the 
hills were moved ; because he was wroth. He 
bowed the heavens, and came down, and dark- 
ness was under his feet ; and he did ride upon 
a cherub, and did fly ; yea, he did fly upon the 
wings of the wind. He made darkness his se-. 
cret place ; his pavilion round about him were 
dark waters and thick clouds of the sky." The 
circumstances of darkness and terror are here 
applied with propriety and success for heighten- 
ing the sublime, 

The celebrated instance, given by Longinus; 
from Moses, " God said, let there be light ; 
and there was light*" belongs to the true sub- 
lime ; and its sublimity arises from the strong 
conception, it conveys, of an effort of power 
producing its effect with the utmost speed and 
facility. A similar thought is magnificently 
expanded in the following passage of Isaiah ; 
Chap. xxiv. 24, ?7, 28. " Thus saith the 
Lord, thy Redeemer, and be, that formed thee 
from the womb ; I am the Lord, that makcth 
all things ; that stretcheth forth the heavens 
alone ; that spreadeth abroad the eaith by 
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myself; that saith to the deep, be dry, and I will 
dry up thy rivers ; that saith of Cyrus, be is my 
shepherd, and shall perform all my pleasure ; 
even eaying to Jerusalem, thou shall be built ; 
and to the temple, thy foundation shall be 

laid/' ' '* 

Homer has in all ages been universally ad- 
mired for sublimity ; and he is indebted for 
much of his grandeur to that native and unaf- 
fected simplicity which characterizes his man- 
ner. His descriptions of conflicting armies ; 
the spirit, the fire,, the rapidity, which he throws 
into his battles, present to every reader of the 
Iliad frequent instances of sublime writing. 
The majesty of his warlike scenes is often 
heightened in a high degree by the introduc- 
tion of the geds. In the twentieth book, where 
all the gods take part in the engagement, ac- 
cording as they severally favour eitper the Gre- 
cians or the Trojans, the poet appears to put 
forth one of his highest efforts, and the descrip- 
tion rises into the most awful magnificence. All 
nature appears in commotion* Jupiter thunders 
in the heavens ; Neptune strikes the earth with 
his trident ; the ships, the city, and the moun- 
tains shake ; the earth trembles to its centre ; 
Pluto starts from his throne, fearing, lest the se- 
crets of the infernal regions should be laid open to 
the view ©f mortals. We shall transcribe Mr. 
Pope's translation of this passage ; which, though 
inferior to the original, is highly animated and 
^blime. 
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f fltat, when the powers descending swefPd the flight, 
Then tomalt rose, fierce rage, and pale affright. 
Now through the trembling shores Minerva calls, 
And now she thunders from the Grecian walls. 
Mars, hov'ring o'er his Troy, his terror shrouds t 
In gloomy tempests, and a night of clouds ; 
Now through each Trojan heart he fury pours 
With voice divine from Ilion's topmost towers ; 
Above the 6ire of gods his thunder rolls, 
And peals on peals redoubled^* end the poles. 
Beneath, stern Neptune shakes the folid ground, 
The forests wave, the mountains tiod around ; 
Through all her summits tremble Ida's woods, 
And from their sources boil her hundred floods : 
Troy's turrets totterjon the rocking plain, 
And the toss'd navies beat the heaving main ; 
"Deep in the dismal region of the dead 
The infernal monarch rgar'd bis horrid head, 
Leap't from his throne, lest Neptune's arm should lay 
His dark dominions open to' the day, 
And pour in light on Pluto's drear abodes, 
Abhor'dby men, and dreadful e'en to gods. 
Such wars the immortals wage ; such horrors rend 

' The .world's vast concave, when the gods contend.) 

(^Conciseness and simplicity will ever be found 
essential to sublime writing. Simplicity is prop* 
erly opposed to studied and profuse ornament ; 
and conciseness to superfluous expression^ It 
will easily appear, why a defect either in 
conciseness or simplicity - is peculiarly hurtful 
to the sublime.- The emotion, excited in the 
mind by some great or noble object, raises it 
considerably above its common pitch. A spe- 
cies of enthusiasm is produced, extremely pleas- 
ing, while it lasts ; but the mind is tending 
} . ■ C 2 \ : ; 
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every moment to sink into its ordinary state. 
When an author has brought us, or is endeav- 
ouring to bring us into this state, if he multiply 
words unnecessarily ; if he deck the sublime 
object on all sides with glittering ornaments ; 
nay, if he throw in any one decoration which 
falls in the least below the principal image ; that 
moment he changes the key ; he relaxes the ten- 
sion of the mind ; the strength of the feeling is 
emasculated ; the beautiful may remain ; but the 
sublime is extinguished. Homer's description of 
the nod of Jupiter, as shaking the heavens, has 
been admired in all ages, as wonderfully sublime. 
Literally translated, it runs thus ; " He spoke, and 
bending his sable brows, gave the awful nod ; 
while he shook the celestial locks of his immor- 
tal head, all Olympus was shaken." Mr. Pope 
translates it thus ; 

He spoke ; and awful bends hit sable brows, 
Shakes his ambrosial curls, and gives the nod * t 
The stamp of fate, and sanction of a God ; 
High heaven with trembling the dread signal took;, 
And all OJympus to its centre shook. 

The image is expanded, and attempted to be 
beautified ; but in reality it is weakened. The 
third line, " The stamp of fate, and sanction of a 
God," is entirely expletive, and introduced only 
to fill up the rhyme ; for it interrupts the des- 
cription, and clogs the image. For the same rea- 
son Jupiter is represented, as shaking his locks* 
before he gives the nod ; " Shakes his ambrosial 
•urls, and gives the- nod ;" which is trifling anc^ 
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insignificant ; whereas in the ^dgn) the 
shaking of his hair is the consequendj^iiis nod, 
and makes a happy picaresque circumstance in 
the description. 

The boldness, freedom, and variety of our 
J>Iank verse are infinitely more propitious than 
rhyme, to all kinds of sublime poetry. The ful- 
lest proof of this is afforded by Milton; an au- 
thor, whose genius led him peculiarly to the sub- 
lime. The first and second books of Paradise 
Lost are continued examples, of it. Take, for 
instance, the following noted description of satan, 
after hi* fall, appearing at tye bead of his infernal 
hosts. 



-He, above tie rest, 



Id shape and gesture proudly eminent, 
Stood, like a tower ; his form had not yet lost 
All her original brightness, nor appear'd 
Lees, than Archangel rain'd, and the excess, 
Of glory obscur'd ; as when the sun, new risen, 
Looks through the horizontal misty air, 
Shorn of his beams ; or, from behind the moon, 
In dim eclipse, disastrous twilight sheds 
ftn half the nations, and with fear of change 
Perplexes monarcbs. Darken'd so, yet shone 
Above them all the Archangel, 

Here var.io.us sources of the sublime are join- 
ed together ; the principal object superlatively 
great ; a high, superior nature, fallen indeed, 
but raising itself against distress, ; the grandeur 
of the principal object heightened by connecting 
it with so ooble an idea, as that of the sun suffering 
an eclipse ; this picture, shaded with all those 
images of change and trouble, of darkness and 
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1 ■■*■ 

tefror,' wlAri^coincide so exquisitely with the sub- 
lime eoifiPr ; and the whole expressed in a style 
and verification easy, natural, and simple, but 
magnificent. ' ■ - . • > 

Beside simplicity and concisenes, strength Is 
essentially necessary to sublime writing. Strength 
of description proceeds, in a great measure; 
from conciseness; but it implies something 
more, namely, a judicious choice of circumstan-. 
ces in the description >• such as will exhibit the 
object in its full and most striking point of 
View. For, ©very object has several faces, by 
which it may be presented to us, according to 
the circumstances with which we surround it j 
and it will appear superlatively sublime, or not, 
in proportion as these circumstances are happily 
chosen, and of a sublime kind.' In this, the 
great art of the write/ consists; and indeed the 
principal difficulty of sublime description. < If the 
description be tcjp general, and divested of cir- 
cumstances ; the object is shown in a faint light, 
and makes a feeble impression, or no impression, 
on the reader. At the same time, if any trivial 
or improper circumstances be mingled, the whole 
is degraded. 

• The nature of that emotion, which is aimed at 
by sublime description, admits no mediocrity; 
and cannot subsist in a middle state ; but must 
either highly transport us ; or, if unsuccessful in 
the execution, leave us exceedingly disgusted. 
We attempt to rise with the writer ; the imagina- 
tion is awakened, and put upon the stretch ; but 
it ought to be supported ; and, if in the midst of 
its effort it be deserted unexpectedly, it falls 
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with a painful shock. When Milton,^ bis battle 
of the angels, describes them, as tearing up 
mountains, and throwing them at one another ; 
there are in his description, as Mr. Addison has 
remarked, no circumstances, but what are truly 
sublime ; 

From their foundations loos'njng'to and fro. 
They pluck'd the sealed hills with all their load, 
Books, water*, woods ; and by the shaggy tops 
Pplifting bore them with their hands.— 

This idea of tbe giants throwing the moun- 
tains, which is in itself so grand, Claudian ren- 
ders burlesque and ridiculous, by tbe single cir- 
cumstance of one of bis giants, with tbe moun* 
tain Ida upon his shoulders, and a river, which 
flowed from the mountain, running down tbe 
giant's back, as he held it up in that posture. 
Virgil, in his description of mount Etna, is 
guilty of a slight inaccuracy of this kind. After 
several magnificent images, tbe poet concludes 
with personifying the mountain under this 
figure, 

— r* ' Eructans viscera cum gemitu"-**- 

" belching up its bowels with a groan ;" which, 
by making the mountain resemble a sick or drunk- 
en person, degrades the majesty of the descrip- 
tion. The debasing effect of this idea will ap- 
pear in a stronger light, from observing what fig- 
ure it makes in a poem of Sir Richard Black- 
more ; who, though an extravagant perversity of 
{aste, selected it for the principal circumstance in 
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his description ; and thereby, as Dr. Arburthnot 
humourosly observes, represented the mountain, 
as in a fit of the cholic. 

Etna and alt the burning mountains find' 
Their kindled stores, with inbred storms of wind, 
Blown tip to rage, and roaring out Complain, 
As torn with inward gripes and torturing pain ; 
Labouring, they east their i) read fa 1 vomit round, 
And with their melted bowels spread the ground. 

Such instances show how much the sublime 
depends upon a proper selection of circumstan- 
ces ; and with how great care every circum- 
stance most be avoided, which, by approaching 
in the smallest degree to the mean, or even to 
the gay or trifling, changes the tone of the emo- 
tion. 

What is commonly called the sublime style> 
is for the most part a very bad one, and has no 
relation whatever to the true sublime. Writers 
are apt to imagine, that splendid words, accu- 
mulated epithets, and a certain swelling kind of 
expression, by rising above what is customary 
or vulgar, constitutes the sublime ; yet nothing 
is is reality more false. In genuine instances 
of sublime writing, nothing of this kind appears, 
" God said, let there be light ; and there was 
light." This is striking and sublime ; but put 
it into what is commonly called the sublime style ; 
4t The Sovereign Arbiter of nature, by the potent 
energy of a single word, commanded the light to 
exist ;'* and, as Boileau, justly observed,, the 
style is indeed raised, but the thought is degra- 
ded* In general it may be observed, that 
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the sublime lies in the thought) not in the ex- 
pression ; and, when the thought is really noble, 
it will generally clothe itself in a native majesty 
of language. 

The faults, opposite to the sublime, are princi- 
pally two,, the frigid and the bombast. The frig- 
id consists in degrading ao object or sentiment, 
which is sublime in itself, by a mean conception 
of it ; or by a weak, low, or puerile description 
of it. i This betrays entire absence, or, at ieast, 
^extreme poverty of genius. The bombast lies in 
forcing a common or trivial object out of its rank, 
and in labouring to raise it into the sublime ; or, 
in attempting to exalt a sublime object beyond all 
natural bounds. 



BEAUTY AND OTHER PLEASURES QF 

TASTE. 

(BeAOTY, next to sublimity, affords the high- 
est pleasure to the imagination. The emotion 
which it raises, is easily distinguished from that 
of sublimity A It is of a calmer kind ; more gentle 
and soothing ; does not elevate the mind so much, 
tot produces a pleasing serenity. Sublimity 
excites a feeling, too vidlent to be lasting ; the 
pleasure, proceeding from beauty, admits longer 
duration. It extends also to a much greateT 
variety of objects than sublimity; to a variety 
indeed so great, that the sensations which beau- 
tiful objects excite, differ exceedingly, not in de- 
gree only, but also in kind, from each other. 
Hence no word is used in a more undetermined 
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signification than beaut j. It is applied to almost 
-every external object, which pleases the eye or 
the ear ; to many of the graces of writing ; to sev- 
eral dispositions of the mind ; nay, to some ob- 
jects of abstract science. We speak frequently 
of a beautiful tree or flower; a beautiful poem ; a 
beautiful character ; and a beautiful theorem in 
mathematics. 

Colour seems to aflprd the simplest instance of 
beauty. Association of ideas, it is probable, 
has some influence on the pleasure, which we 
receive from colours. Green, for example, may 
appear more beautiful, from, being connected 
in our ideas with rural scenes and prospects : 
white] with innocence ; blue, with the serenity 
of the sky. Independently of associations of 
this sort, all that we can farther observe respect* 
fng colours is, that those, chosen for beauty, 
are commonly delicate, rather than glaring. 
Such are the feathers of several kinds of birds, 
the leaves of flowers, and the fine variation of col- 
ours, shown by the sky, at the rising and setting 
of the sun. 

Figure opens to us forms of beauty more 
complex and diversified. Regularity first offers 
itself as a source of beauty. By a regular 
figure is meant one, which we perceive to be 
formed according to some certain rule, and 
not left arbitrary or loose in the construction 
of its parts* • Thus a circle, a square, a tri- 
angle, or a hexagon, gives pleasure to the eye 
by its regularity, as a beautiful figure ; yet a cer- 
tain graceful variety is found to be a much more 
powerful principle of beauty. Regularity seems 
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to appear beautiful to us chiefly, if not entirely, 
on account of its suggesting tbe ideas of fit- 
ness, propriety, and use, which have always a 
more intimate connection with orderly and pro- 
portioned forms, than those, which appear not 
constructed according to any certain rule. Na- 
ture, who is the most graceful artist, bath, in 
all her ornamental works, pursued variety with 
an apparent neglect of regularity. Cabinets, 
doors, and windows are made after a regular 
form, in cubes and parallelograms, with enact 
proportion of parts ; and thus formed they 
please the eye, for this just reason, that, being 
works of use, they are by such figures better 
adapted to the ends, for which they were de- 
signed. But plants, flowers, and leaves are full 
&f yarie<y and d i versity. A straight canal is an 
insipid figure, when compared with the mean- 
ders of a river. Cones and pyramids have their 
degree of beauty ; but trees, growing ki their 
natural wildness, have infinitely move beauty, 
than when trimmed into pyramids and cones. 
The apartments of a house must be disposed 
with regularity for tbe convenience of its in* 
liabftaftts ,* but a garden, which is intended 
merely for beauty, would be extremely disgust- 
ing, if it had as much uniformity and order as 
a dwelling house. 

Motion aSords another source of beauty ? 
distinct from figure. Motion of itself is pleas- 
ing ; and bodies in motion 3 re, " caeteris pari- 
bus," universally pteferjed to those at rest. 
Only gentle motion, however, belongs to the 
beautiful; for, when it.ts swift,: or very pow- 
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erful, such at that of a torrent, it partakes of 
the sublime. The motion of a bird gliding 
through the air is exquisitely beautiful ; hut 
the swiftness with which lightning darts through 
the sky, is magnificent and astonishing* Here 
it is necessary to observe, that the sensations of 
sublime and beautiful are not always distin- 
guished by vtff distant boundaries ; but are 
capable in many instances of approaching 
toward each other. Thus a gentle running 
stream is one of the most beautiful objects ia 
nature ; but, as it swells gradually into a great 
river, the beautiful by degrees is lost in the 
sublime. A young tree is a beautiful object ; 
a spreading ancient oak is a venerable and sub- 
lime one. To return, however, to the beauty of 
motion, it wit! be found to hold very generally, 
that motion in a straight line is not so beautiful, 
as in a waving direction ; and motion upward 
is commonly more pleasing than motion down- 
ward. The easy, curling motion of flame and 
•moke is an object singularly agreeable* Ho* 
garth observes very ingeniously, that all the 
common and necessary motions for the busi- 
ness of life arc performed in straight or plain 
lines ; but that all the graceful and ornamental 
movements are made in curve lines ; an ob- 
servation, worthy of the attention of those, who 
study the grace of gesture and action. 

Colour, figure, and motion, though separate 
principles of beauty, yet in many beautiful ob- 
jects meet together, and thereby render the 
beauty greater and more complex. Thus in 
flowers, trees, and animals, we are entertained 
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at once with the delicacy of the coIour,with the 
gracefulness of the figure, and sometimes also 
with the motion of the object. The most com- 
plete assemblage of beautiful objects, which 
can be found, is presented by a rich natural 
landscape, where there is a sufficient variety 
«f objects ; fields in verdure, scattered trees 
and flowers, running water, and animals graz- 
ing. If to these be added some of the pro* 
dttctions of art, suitable to such a scene 4 as, a 
bridge with arches over a river, smoke rising 
from cottages in the midst of trees, and a dis- 
tant view of a fine building, seen by the rising 
fiun ; we then enjoy in the highest perfection 
that gay, cheerful, and placid: sensation, which 
characterises beauty. 

The beauty of the human countenance is 
more complex than any we .have yet examined* 
It comprehends the beauty of colour, arising 
from the delicate shades of the complexion ; 
and the beauty of figure, arising from the lines, 
which constitute different features of the face. 
But the principal beauty of the countenance 
depends upon a mysterious expression, which 
it conveys, of the qualities pf the mind ; of good 
sense, of good humour ; of candour, benevo- 
lence, sensibility, or other amiable dispositions* 
It may be observed, that there are certain 
qualities of the mind, which, whether expressed 
in the countenance, or by words, or by actions, 
always raise in us a feeling similar to that of 
beauty. There are .two great classes of moral 
qualities ; one is of the high and too great vir- 
tues, which require extraordinary efforts, and 
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h founded on dangers and sufferings ; as here- 
ism, magnanimity, contempt of pleasures, and 
Contempt of death. These produce in the 
spectator an emotion of sublimity and grandeur. 
The other class is chiefly of the social virtues ; 
abd such,as are of a softer and gentler kiBd ; as, 
Compassion, mildness, and generosity. These 
excite in the beholder a sensation of pleasure, 
so nearly aHied to that excited by beautiful ex- 
ternal objects, that, though of a more exalted 
Mature, it may with propriety be classed under 
Hie same bead. ; ■.«•■«..•: 

Beauty of writing in its more definite sense 
characterizes a particular manner/ signifying 
a certain grace and amenity in the turn either 
of style or sentiment, by which some authors 
are particularly distinguished. In this sense 
it denotes a manner neither remarkably sub- 
lime, nor* vehemently passionate, nor uncom- 
monly sparkling ; but siteh, as excites In the 
reader an emotion of the placid kind-, resem- 
bling that, which is raised by contemplation of 
beautiful objects in nature ; which neither lifts 
the mind very high, nor agitates it to e&eess ; 
but spreads pver the imagination a pleasing 
serenity. Addison is a writer of this character, 
and one of the most proper examples of it. 
Fenelon, the" author of Telemachus, is another 
example. 'Virgil, also, though very capable of 
rising occasionally into the sublime, yet gen- 
erally is distinguished by the character of besaur 
iy and grace, rather than of sublimity. Among 
orators, Cicero has more of the beautiful, tba* 
Demosthenes, whose genius led him wholly to- 
ward vehemence and strength. 
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So much it is necessary to have said upon the 

subject of beauty ; since next to sublimity it 
is the most copious source of the pleasures of 
taste. But objects delight the imagination 
not only by appearing under the forms of sub- 
lime or beautiful ; they likewise derive their 
power of giving it pleasure from several other 
principles. 

Novelty, for example, has been mentioned 
by Addison, and by every writer on this sub- 
ject. An object, which has no other merit, 
than that of being new, by this quality alone 
raises in the mind a vivid and an agreeable 
emotion. Hence that passion of curiosity, 
which prevails so generally in mankind. Ob- 
jects and ideas which have been long familiar, 
make too faint an impression, to give an agree- 
able exercise to our faculties. New and strange 
objects rouse the mind from its dormant state, 
"by giving it a sudden and pleasing impulse. 
Hence, in a great measure, the entertainment, 
we receive from fiction and romance. The 
emotion, raised by novelty, is of a more lively 
and awakening nature, than that produced by 
beauty ; but much shorter in its duration. 
For, if the object have in itself no charms to 
hold our attention, the gloss, spread over it by 
novelty, soon wears off. 

Imitation is another source of pleasure to 
taste. This gives rise to what Addison terms 
the secondary pleasures of imagination, which 
form a very extensive class. For all imitation 
affords some pleasure to the mind ; not only 
the imitation of beautiful or sublime objects, by 
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recalling the original ideas of beauty or gran- 
; deur, which such objects, themselves exhited ^ 
but even objects, which have neither beaufy ,nori 
grandeur ; nay, some, which are terrible or de- 
formed, give us pleasure, in a secondary or rep- 
resented view. 

The pleasures of melody and harmony be- 
long also to taste. There is^po delightful sen- 
sation, we receive either from beauty or sublim- 
ity, which is not capable of being heightened 
by the pcvver of musical sound. Jience the 
charm of poetical numbers ; and even of the 
concealed and looser measures of prose. Wit, 
humor, and ridicule, open [ike wise a variety of 
pleasures to taste, altogether different from any, 
that have yet been considered. 

At present it is hot necessary to pursue any 
farther the. subject of the pleasures of taste ; 
we have opened some of the general principles ;' 
it is time now to apply them to our chief sub; 
ject. If it be asked, to what class of those 
pleasures of taste, which have been enumerat- 
ed, that pleasure is to be referred, which we 
receive from poetry, eloquence, or fine Writing *! 
The answer is, not to any one, but to them alt. 
This peculiar advantage writing and discourse 
possess ; they encompass a large and fruitful 
field on all sides, and' have power to exhibit in 
great perfection, not a single set of objects only, 
out almost the whole of those, which give 
pleasure to taste and imagination ; whether 
that pleasure arise from sublimity, from beauty 
jo its various forms, from design and art, from 
moral sentiment, from novelty, from harmony, 
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from wit, humour, or ridicule. To whichsoever 
of these a person's taste is directed, from some 
writer or other be has it always in bis power 
to receive the gratification of it. 

It has been usual among critical writers to 
treat of discourse, as the chief of all the imita- 
tive arts. They compare it with painting and 
with sculpture, and in many respects prefer rt 
justly before them. But we must distinguish 
between imitation and description. Words 
have no natural resemblance of the ideas or ob- 
jects which they signify ; but a statue or pic- 
ture has a natural likeness of the original. 

As far, however, as a poet or historian intro- 
duces into this work persons really speaking, 
and by words, which be puts into their mouths, 
represents tbe convention, which tyey might 
he supposed to hold \ so. for his art may be 
called imitative ; apd this is tbe case in a(l 
dramatic composition. But in narrative or 
descriptive works it cannot with propriety be 
so called. Who, for example would call 
Virgil's description of a tempest in the first 
Eueid an imitation of a storm ? \{ we beard of 
the imitation of a battle, we might naturally 
think of some mock fight, or representation of 
a battle on tbe stage j but should never imag- 
ine it meant one of Homer's descriptions in the 
Illiad. It must be allowed at the same time, 
that imitation and description agree in their 
principal effect, that of recalling by external 
signs the ideas of things, which we do not see.. 
But, though rn this they coincide, yet it should 
^e remembered, that the terms themselves are 
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not synonymous ; that they import different 
means of producing the same end ; and con- 
sequently make different impressions on the 
mind. 



ORIGIN AND PROGRESS OF LANGUAGE. 

To form an adequate idea of the origin of 
language, we must cootemplate the circum- 
stances of mankind in their earliest and rudest 
state. Tbey trere then a wandering, scattered 
race ; no society among them except families ; 
and family society also very imperfect, as their 
mode of living, by hunting or pasturage, must 
have separated them frequently from each 
other. In such a condition, bow could any one 
set of sounds or words be universally agreed on, 
as the signs of their ideas ? Supposing that a 
few whom chance or necessity threw together, 
agreed by some means upon certain signs ; yet, 
by what authority could these be so propagated 
among other tribes or families, as to grow up 
into a language ? One would imagine that men 
must have beeo previously gathered together in 
considerable numbers, before language could 
be fixed and extended ; and yet on the other 
hand there seems to have been an absolute ne- 
cessity of speech previously to the formation of 
society. For by what bond could a multitude 
of men be kept together, or be connected in 
prosecution of any common interest, before by 
the assistance of speech tbey could communi- 
cate their wants and intentions to each other? 
So that, how society could subsist previously 
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fo language, and how words could rise into 
language Jbefore the formation of society, seem 
to be points attended with equal difficult/. 
When we consider farther that curious analogy, 
which prevails in the construction of almost all 
languages, and that deep and subtile logic, on 
which the/ ace founded ; difficulties increase 
00 much upon us on all sides, that there seems 
fo be no small reason tpr referring thje origin 
p{ all language to divine inspiration. 

But, supposing language to have a diving 
priginal, we cannot imagine that a perfect sys- 
tem of it was at once given to man. It is much 
pore natural to suppose that God taught our 
£rst parents only such language as suited their 
present occasions ; leaving them, as he did in 
other respects, to enlarge and improve it as 
Jheir future necessities should require. Coqse- 
j quently, those rudiments of speech must have 
\ been poor and narrow ; and we are at liberty 
to inquire, in what manner, and by what steps, 
language advanced to the state, in which we 
now find it. 

Should we suppose a period existed, before 
words were invented or known ; it. is evident, 
that men could have no other method of com- 
municating their feelings, than by the cries of 
passion, accompanied by such motions and 
gestures, as were farther expressive of emotion. 
These indeed are the only signs, which nature 
teaches all men, and which are understood by 
all. One, who saw another going into some 
place, where he himself had been frightened^ 
pr exposed to danger, and who wished to warn, 
I his neighbour of the danger, could contrive no 
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fther method of doing it, than, by utterthg- 
those cries, and making those gestures, which are 
the signs of fear ; as two men at this day would 
endeavour to make themselves understood by 
each other, if thrown together on a desolate is- 
land, ignorant of each other's language. Those; 
exclamations, therefore,by grammarians called 
interjections, uttered in a strong and passionate 
manner, were undoubtedly the elements of speech 
When more enlarged communication became 
requisite, and names began to be applied to ob- 
jects/" how can we suppose men proceeded iff 
this application of names, or invention of words? 
Certainly by imitating as much as they could, 
the nature of the object named by the sound of 
the name given to it. As a painter, who would 
represent grass, must employ a green colour ; 
So in the infancy of language one, giving a name 
to any thing harsh or, boisterous, would of course 
employ a harsh or boisterous sound. He could* 
not do otherwise, if he desired to excite in the 
tiearer the idea of that object, which he wished 
to name. To imagine words invented, or names, 
given to things, without any ground or reason, 
is to suppose an effect without a cause. There* 
must always have been some motive,wbicb led 
to one name, rather than another ; and. we can 
suppose no motive, which would more generally 
operate upon men in their first efforts toward, 
language, than a desire to paint by speech the 
objects, which they named, in a manner more of 
Jess complete, according as it was in the power" 
of the human voice to effect this imitation. 

Wherever objects were to be named, in 
vshich sound, noise, ormotion was concerned. 
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the imitation by words was sufficient! y obvious* 
Nothing was more natural, than to imitate by 
ibe sound of the voice, the qualitj of the sound 
or noise, which any external object produced ; 
and to form its name accordingly. Thus in all 
languages we discover a multitude of words, 
which are evidently constructed on this princi- 
ple. A certain bird is called the Cuckoo, from 
Ibe sound which it emits. When one sort of 
wind is said to whistle, and another to roar ; 
when a serpent is said to hiss j a fly to buzz ; 
and falling timber to crash ; when a stream is 
said ioJlaw 9 2od hail to rattle ; the resemblance 
between . the word and the things signified is 
plainly discernible. But in the names of objects 
which address the sight only, where neither 
noise nor motion is concerned ; and still more 
in terms, appropriated to moral ideas, this ana- 
logy appears to fail. Yet many learned men 
bare imagined that, though in such cases it be- 
comes more obscure, it is not altogether lost ; 
and that in the radical words of all languages 
there may be traced some degree of correspon- 
dence with the objects signified. 

This principle however of a natural relation 
between words and objects, can be applied to 
language only in its most simple and early state. 
Though in every tongue some remains of it 
may be traced, it were utterly in vain to search 
for it through the whole construction of any 
modern language. As terms increase in every 
nation, and the vast field of language is filled up, 
words by a thousand fanciful and irregular 
methods of derivation and composition deviate 
^widely from the primitive character of their 



48 Origin and Progress 

roots, and Ipse all resemblance 10 sound of the 
things signified. This is the present state of 
language. Words, as we now use them, taken 
in general, may be considered, as symbols, not 
imitations ; as arbitrary or instituted, not nat- 
ural signs of ideas. But there can be no doubt, 
that language, the nearer we approach to its 
rise among men, will be found tp partake more 
of a natural expression. 

Interjections, it has been shown, or passion- 
ate exclamations, were the elements of speech. 
Men laboured to communicate their feelings to 
each other by those expressive cries and ges- 
tures, which nature taught them. After words, 
or names of objects, began to be invented, this 
mode of speaking by natural signs could not be 
all at once disused. For language in its in- 
fancy must have been extremely barren ; and 
there certainly was a period among all rude na- 
tions, when conversation was carried on by a 
very few words,intermixed with many exclama- 
tions and earnest gestures. The small stock of 
words which men then possessed, rendered 
those helps entirely necessary for explaining 
their conceptions ; and rude, uncultivated indi- 
viduals, not having always ready even the few 
words, which they knew, would naturally la * 
bour to make themselves understood by varying 
their tones of voice, and by accompanying their 
tones with the most expressive gesticulations. 

To this mode of speaking, necessity gave 
rise. But we must observe that, after this 
pecessity had in a great degree ceased, by 
language becoming in process of time more 
extensive and copious, the ancient manner df 
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speech still subsisted among many nations ; 
and, what bad arisen from necessity, continued' 
to be used for ornament. In the Greek and 
Roman languages, a musical and gesticulating 
pronunciation was retained in a very high de- 
gree. Without attending to this, we shall he 
at a loss in understanding several passages of 
the classics, which relate to the public speak- 
ing and theatrical entertainments of the an- 
cients/ Our modern pronunciation would have 
seemed to them a lifeless monotony. The 
declamation of their orators and the pronuncia- 
tion of their actors upon the stage approached 
to the nature of recitative in music ; was ca- 
pable of being marked by notes, and supported 
by instruments ; as several learned men have 
proved. 

With regard to gesture the case was par- 
allel ; for strong tones and animated gestures 
always go together. The action both of orators 
and players in Greece and Rome was far more 
vehement than that to which we are accustomed. 
To us, Roscius would appear a madman. Ges- 
ture was of such consequence on the ancient 
stage, that there is reason for believing that on 
some occasions the speaking and the acting 
were divided ; which, according to our ideas, 
would form a strange exhibition. One player 
spoke the words in the proper tones, while 
another expressed the corresponding motions 
and gestures. Cicero tells us, it was a con- 
test between him and Roscius, whether he. 
could express a sentiment in a greater variety 
of phrases, or Roscius in a greater variety of 
ktelligible significant gestures. At last, ges r 
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Jure engrossed the stage entirely ; for under the 
reigns of Augustus and Tiberius, the favorite 
entertainment of the public was the pantomime, 
which was carried on by gesticulation only. 
The people were moved, and wept at it as 
much as at tragedies ; and the passion for it be* 
came so violent,that laws were made for restrai- 
ning the senators from studying the pantomime 
art. Now, though in declamations and theatri- 
cal exhibitions both tone and gesture were car* 
ried much farther than in common discourse ; 
yet public speaking of any kind must in every 
country bear some proportion to the manner 
which is used in conversation ; and such pub- 
lic entertainments could never be relished by a 
nation whose tones and gestures in discourse 
were as languid as ours. 

The early language of men, being entirely 
composed of words descriptive of sensible ob- 
jects, became of necessity extremely meta- 
phorical. For, to signify any desire or passion, 
or any act or feeling of the mind, they had no 
fixed expression which was appropriated to that 
purpose ; but were obliged to paint the emo- 
tion or passion, which they felt, by alluding to 
those sensible objects, which had most connec- 
tion with it, and which could render it in some 
degree visible to others. 

But it was not necessity alone, that gave 
rise to this pictured style. In the infancy of all 
societies, fear and surprise, wonder and as ton-? 
ishment, are the most frequent passions of men, 
Their language will necessarily he affected by 
this character of their minds. They will be 
disposed to paint every thing in the strongest 
colours. Even the manner, in which the first 



of Language. 5} 

tribes of men uttered their words, had consider- 
able influence on their style. Wherever strong 
exclamations, tones, arid gestures are connect- 
ed with conversation, the Imagination is always 
more exercised ; a greater effort of fancy and 
passion is excited. Thus the fancy, being kept 
awake* and rendered wore uprightly by this 
mode of utterance, operates upon the style, 
fend gives it additional life and spirit. 

As one proof among many, which might b* 
produced of the truth of these observations, we 
shall transcribe a speech from Colden's Histo- 
ry of the five indian nations, which was deliv- 
ered by their chiefs, when entering on a treaty 
of peace with us, in the * following language. 
" We are happy m having buried underground 
the red axe, that pas so often been died in the 
blood of our brethren. ' Now in this fort we in- 
ter the axe, and plant the tree of peace. We 
plant a tree, whose top will reach the sun ; and 
its branches spread abroad so, that it shall be 
keen afar off. May its growth never* be stifled 
and choaked ; but may it shade both your 
country and ours with its leaves ! Let us make 
fast its roots, and extend them to the utmost of 
your colonies. ' If the French should come to 
shake this tree» we should know' it by the mo- 
tion of its roots reaching into our country. May 
the Great Spirit allow us to rest in tranquil- 
ity upon our mats, and never again dig up 
ilie axe, to cut down the tifee of peace ! Let 

Ihe earth be trodden hard ovef it, where it lies 
juried. Let a strong stream run under the pit, 
{o wash the evil away but of our sight and 
remembrance. The fire, that had long burned, 
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in Albaoy, is extinguished. The bloody bed 
is washed clean, and the tears are wiped from 
our eyes. We now renew the covenant chain 
of friendship. Let it be kept bright and clean 
as silver, and not suffered to contract any rust. 
Let not any one pull away his arm from it." 

As language in its progress grew more co- 
pious it gradually lost that figurative style, 
which was its early character. The vehement 
manner of speaking by tones and gestures he- 
came less common. Instead of poets, philos- 
ophers became the instructors of men ; and 
in their reasoning an all subjects introduced 
that plainer and more simple style of composi- 
tion which we now call prose. Thus the an- 
cient metaphorical and poetical dress of lan- 
guage was at length laid aside in the inter- 
course of men, and reserved for those occa- 
sions only, on which ornament was professed- 
ly studied. 



RISE AND PROGRESS OF LANGUAGE 
AND OF WRITING. 

WHEN we examine the order in which 
words are arranged in a sentence, we find 
a very remarkable difference between ancient 
and modern tongues. The consideration of 
this will serve to unfold farther the genius of 
language, and to shew the causes of those al- 
terations, it baa undergone in the progress of 
society. 

To conceive distinctly the nature- of this 
alteration, we must go back, as before, to the 
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earliest period of language. Let us figure to 
ourselves a savage beholding some fruit which 
be earnest) j desires, add requests another to 
give him. Suppose him unacquainted with 
words, he would strive to make himself under* 
stood by pointing eagerly at the object desired, 
and uttering at the same time a passionate cry. 
Supposing him to have acquired words, the 
first word which he would utter would be the 
name of that object. He would not express 
himself according to our order of construction, 
" Give me fruit ;" but according to the Latin or- 
der, " Fruit give me," ♦'Fructum da mihi," for 
this plain reason, that his attention was wholly 
directed toward fruit, the object desired. Hence 
we might conclude apriori 9 that this was the 
order in which words were most commonly ar- 
ranged in the infancy of language ; and accor- 
dingly we find in reality that in this order words 
are arranged in most of the ancient tongues, as 
in the Greek and Latin ; and it is said likewise 
in the Russian, Sclavonic, Gaelic, and several 
American tongues. 

The modern languages of Europe have 
adopted a different arrangement from the 
ancient* In their prose compositions very lit- 
tle variety is admitted in the collocation of 
words ; they are chiefly fixed to one order, 
which may be called the order of the understan- 
ding. They place first in the sentence the 
person or thing, which speaks or acts ; nest, 
its action ; and lastly, the object of its action. 
Thus an English writer, paying a compliment 
to a great man, would say, " It is impossible 
for me to pass over in silence so distinguished 
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mildness, so singular and unheard of clemency, 
and so uncommon moderation, in the exercise 
of supreme power.' 9 Here is first presented 
to us the person who speaks, " It is impossible 
for me ;" next, what the same person is to do, 
" to pass over in silence ;" and lastly, the ob- 
ject which excites him to action, " the mildness, 
clemency, and moderation of his patron." Ci- 
cero, from whom these words are translated, 
reverses this order. He begins with the object ; 
places that first, which was the exciting idea in 
the speaker's mind, .and ends with the speaker 
and his action. " Tantum mansuetudinem, tarn 
inusitatam inauditamque clementiam, tantum- 
que in sumroa potestate rerum omnium mo- 
dum, tacitus nullo modo prseterire possum." 
Here, it must be observed, the Latin order is 
more animated ; the English more clear and 
distinct. 

Our language naturally allows greater liberty 
for transposition and inversion in poetry, than 
in prose. Even there however this liberty is 
confined within narrow limits, in comparison 
with the ancient languages. In this respect, 
modern tongues vary from each other.. The 
Italian approaches the nearest in its character 
to the ancient transposition ; the English has 
more inversion than the rest ; and the French 
lias the least of all. 

Writing is an improvement upon speech* and 
consequently was posterior to it in order of 
time.. Its characters are of two kinds, signs of 
things, and signs of words. Thus the (Statures, 
hieroglyphics, and symbols, employed by the 
ancients, were of the former sort ; the alpha- 
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betical characters, now employed by Europe- 
ans, of the latter. 

Pictures were certainly the first attempt to- 
ward writing. Mankind in all ages and in all 
nations have been prone to imitation. This 
would soon be^mployed for describing and re- 
cording events. Thus, to signify that one man 
bad killed another, they painted the figure of 
ope man lying on the ground, and of another 
standing by him with a hostile weapon in his 
band. When America was first discovered, 
this was the only kind of writing with which the 
Mexicans were acquainted. \ It was however a 
very imperfect mode of recording facts ; since 
by pictures external events only could be de- 
lineated. 

Hieroglyph ical characters may be consider- 
ed as the second stage of the art of writing. 
They consist of certain symbols, which are. 
made to stand for invisible objects on account 
of their supposed resemblance of the objects 
themselves. Thus an eye represented knowl- 
edge ; and a circle, having neither beginning 
nor end, was the symbol of eternity. Egypt ivas 
the country where this kind of writing was most 
studied, and brought into a regular art. By 
these characters all the boasted wisdom of their" 
priests was conveyed. They pitched upon 
animals, to be the emblems of moral objects, 
according to the qualities with which they sup- 
posed them to be endued.. Thus imprudence 
was denominated by a fly \ wisdom, by an ant : 
and victory, by a hawk. But this sort of wri- 
ting was in the highest degree enigmatical and 
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confused ; and conscquentfy a ? ciy imperfect 
vehicle of knowledge. 

From hieroglyphics some nations gradually- 
advanced to simple arbitrary marks, which 
stood for objects, though without any resem- 
blance of the objects signified. **Of this nature 
was the writing of the Peruvians. They used 
small cords of different colours ; and by knots 
Upon these, of different sizes' and variously 
ranged, they invented signs for communicating 
their thoughts to one another. The Churts* at' 
this day use written characters of this nature. 
They have no alphabet of letters or simple 
sounds or which their words are composed ; but 
every single character, which they use, is ex- 

Essive of an idea ; it is a mark, which signi- 
. somel one thing Or object. The number of 
these characters must consequently, be immense. 
Tb4y are said indeed to amotint to seventy 
thousand. To be perfectly acquainted with' 
them is the business of a whole life ; which must 
have greatly retarded among them the progress 
of every kind of science. 

It is evident, that the Chinese characters, like 
hieroglyphics, are signs of things, and not Of 
words. For w«* are told, that the Japanese, the 
Tonquinese, and the Ceroeans, who speak dif- 
ferent languages from eadh other, and from the 
inhabitants of China, use, however, the same 
written characters with tbem, and thus corres- 
pond intelligibly with one another in writing, 
though mutually ignorant of each other's lan- 
guage. Our arithmetical figures, 1, 2, 3, 4, &c. 
are an example of this sort of writing. They 
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have no dependence on words ; each figure rep- 
resents the number for which it stands ; an£ 
''consequently is equally understood by all na- 
r tions, who have agreed' in the use of these 
^figures. 

f The first step, to remedy the imperfection, 
the* ambiguity, and the ted iousness qf each of 
*the methods of communication, wfych have 
been ' mentiotfe'd, was the invention of signs- 
which thould' stand not directly for things, hut 
for the words*by which \hipgs were named and 
distinguished: ' An alphabet of syllables seems 
to have been invented previously to an alpha- 
bet of letters. Such a one is said to be retains 
ed at this day in Ethiopia and* some countries 
of India. But at best it must have been imper- 
fect and ineffectual 4 since the 1 number of char- 
acters, being very considerable, must have 
rendered both reading and writing very com- 
plex and laborious. l v " ■ ■ ;, »* * 
: To whom we are indebted for the sublime 
and refined discovery of letters js hot deter- 
rained."' They were brought into Greece by 
Cadmus, the Phenician, who, according to Sr 
Isaac Newton's Chronology, was contemporary 
with king David. His alphabet contained only 
sixteen letters. ; The rest were' afterWard ad- 
ded, according as signs for proper sounds 1 wen 
found to be wanting' The Fheriician, Hebrevt, 
€rreek f and' Roman alphabets agree so much 
in the figure, ' names, and arrangement of the 
letters, as amounts to demonstration, that they 
were derived originally from the same s6urce. 
The ancient order of writing was from the 
ri^ht hand to the left. This method, as ap- 
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pears froth some very old inscriptions, prevailed 
>ved among the Greeks.' They afterward used 
ti) write their lines alternately from the right 
to the left, and from the left to the right. The 
inscription on the famous Sigean monument is 
A specimen of this mode of writing, which con- 
tinued till the days of Solon, the celebrated 
legislator of Athens. At lertgth, the motion 
from the left hand to the right, being found 
more natural arid convenient, this order of 
writing was adopted by all the nations of 
Europe. 

Writing was first exhibited on pillars ancj 
tables of stone ; afterward on plates of the 
softer metals. As it became more common, 
the leaves and bark of certain frees were used 
in some countries ; and in others, tablets of 
wood, covered with a thin coat of soft wax, on 
which the impression was made with a stylus 
of iron. Parchment, made of the hides of 
fcnimals, was an invention of later times. Pa- 
f>er was not invented before the fourteenth- 
Century. 



; STRUCTURE OF I* ANCU AGE. 

^/HE common division of speech toto eight 
[arts, nouns, pronouns, verbs, participles, ad- 
ferbs, prepositions, interjections, and conjunc- 
tions, is not \ery accurate \ since under the 
keneral "term of nouns it comprehends both 
substantives and adjectives, which are parts 
of speech essentially distinct. Yet, as we are 
jmost accustomed to tin's division, and, as log- 
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ical exactness is not necessary to our present 
design, we shall adopt these terms, which habij; 
has made familiar to us. 
,J Substantive nouns are the foundation of 
Grammar, and the most ancient part of speech. 
When men had advanced beyond simple inter- 
jections or exclamations of passion, and had 
begun to communicate their ideas to each 
other, they would be obliged to assign names 
to objects, by which they were surrounded. 
Wherever a savage looked, be beheld forests 
and trees. To distinguish each bya separate 
name would have been ! endless.' "Their com- 
riion qualities, such, as springing from a root, 
and bearing branches and leaves, would suggest 
a general idea and a general name. The genus, 
t?ee y was afterward subdivided into its several 
species of oak, elm, ash, &c. upon experience 
and observation. 

Still however only general terms were used 
in speech, for oak, elm, and ash, were names 
of whole classes of objects, each of which com- 
prehended ah immense number of undistin- 
guished individuals. Thus, when the nouns 
man, lion, or tree, were mentioned in conversa- 
tion, it could not be known, which man, lion, 
or tree was meant among the multitude, com* 
prehended under one name. Hence arose a ve,- 
ry useful contrivance for determining the indi- 
vidual object intended, by mean of that part of 
speech called the article. In English, we have 
two articles, a and the ; a is more general, the 
more definite. The Greeks had but one, which 
agrees with our definite article thd They sup* 
plied the place of our article a by the absence 
e2 . 
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of their article ; thus ^pojiroa signifies a n>an, 
ordporcro? the man. The Latins had no article ; 
but in the room of it used the pronouns, hie, ille,' 
i$te. This however, seems a defect in their Ian- 
jguage; since articles certainly contribute much 
tO perspicuity and precision. 

To perceive the truth of this remark, observe 
the different imports of the following expres- 
sions : " The son o(a king, the son of the king, 
a son of the king's." Each of these three phra- 
se* has a separate meaning, too obvious to be 
mjs understood. But, in Latin/* filius regis" is 
entirely undetermined ; it may bear either oC 
the three senses mentioned. 

Beside this quality of being defined by the 
article, three affections belong to nouns, num- 
ber, gender and case, which deserve to be, 
considered. 

Number, as it makes a noun significant of 
erne or more, is singular or pluraf ; a distinc- 
tion found in all tongues, which must have been 
coeval with the origin of language, since there' 
were few things, which men had more frequent 
necessity of expressing, than the distinction 
between one and more. In the Hebrew, Greek, 
and some other ancient languages, we find not 
only a plural, but a dual number; the origin' 
of which may very naturally be accounted for, 
as separate terms of numbering were yet un- 
discovered, and one, two, and many, were all, 
or at least the principal numeral distinctions, 
which men at first had any occasion to make. 

Gender, which is founded on the distinction 
of the two sexes, can with propriety be appli- 
ed to the names of living creatures only. All 
other nouns ought to*be of the neuter gender. 
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Tel in most languages the same distinction is 
applied to a great number of inanimate objects. 
Thus, in the Latin tongue, en*?'% a sword, is 
masculine ; saggita, an arrow, is feminine; 
aiki this assignation of sex to inanimate objects 
often appears entirely capricious. In the Greek 
and Latin, however, all inanimate objects are 
not distributed into masculine and feminine ; 
but many of them are classed, where all ought 
to be, under the neuter gender; as saxum^ rock ; 
mare, (he sea. But in the French and Italian 
tongues, the neuter gender is wholly unknown, 
all their names of inanimate objects being put 
upon the same footing with those of living 
creatures, and distributed without reserve into 
masculine and feminine! In the English lan- 
guage, all nouns, literally used, that are not 
names of living creatures* are neuter ; and 
ours is, perhaps, the only tongue, except the 
Chinese, which is said to resemble it in this 
particular, in which the distinction of gender ia 
philosophically applied. 

Case denotes the state or relation, which 
one object bears to another, by some variation 
of the name of that object ; generally in the 
final letters, and by some languages in the ini- 
tial. All tongues, however, do not agree in 
this mode of expression. Declension is used 
by the Greek and Latin ; but in the English, 
French, and Italian, it is not found ; or, at most, 
it exists in a very imperfect state. These 
languages express the relations of objects by 
prepositions, which are the name9 of those re- 
lations prefixed to the names of objects. En- 
glish nouns have no case, except a sort of 
e 3 
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genitive, commonly formed by adding the 
letter s to the noun ; a9 when we say '* Pope's 
Dunciad," meaning the Dunciad of Pope. 

Whether the moderns have given beauty or 
utility to language, by the abolition of cases, 
may perhaps be doubted. They have, how- 
ever, certainly rendered it more simple, by 
removing that intricacy which arose from dif- 
ferent forms of declension, and from the irreg- 
ularities of the several declensions But in ob- 
taining; this simplicity, it must be confessed, we 
have filled language with a multitude of those 
little words, called prepositions, which, by per. 
petually occuring in every sentence, encumber 
speech ; and by rendering it more prolix, 
enervate its force. The sound of modern lan- 
guage is also less agreeable to the ear, being 
deprived of that variety and sweetness,, which 
arose from the length of words, and the change 
of terminations, occasioned by cases in the 
Greek and Latin. But perhaps the greatest 
disadvantage we sustain by the abolition of 
cases, is the loss of that liberty of transposi- * 
tion in the arrangement of words, which the 
ancient languages enjoyed. 

Pronouns are the representatives of nouns, 
and are subject to the same modifications of 
number, gender, and case. We may observe, 
however, that the pronouns of the first and 
second person, / and ikou, have no distinction 
of gender in any language; for as- they always 
refer to persons present, their sex must be 
known, and therefore needs not to be marked 
by their pronoun*. But, as the third person 
may be absent, or unknown, the distinction of 
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1 £efeder. there becomes requisite ; and accor« 

\ ttingly in English it bath all the three genders, 
he., she, it. 

Adjectives, as strong* weak* handsome* vgty, 

f are the plainest and most simple in that class 
of words, which are termed attributive. They 
are common to all languages, and must have 
been very early invented i since objects could 
neither be distinguished nor treated of in dis- 

| icourse, before names were assigned to their 
different qualities. 
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TONGUE. 

fjF all the parts of speech, verbs are by 
far the most complex and useful. From their 
importance we may justly conclude, that they' 
were coeval with the origin of language y 
though a long time must have been requisite to 
rear them up to that accuracy which they now 
possess. 

The tenses were contrived to mark the sev- 
eral distinctions of time. We commonly think 
of no more than its three great divisions, the 
past, the present, and the iuture ; and we might 
suppose that, if verbs had been so contrived as 
merely to express these, no more was necessary. 
But language proceeds with much greater sub- 
tilty, It divides time into its several moments ; 
it regards it, as never standing still, but always 
flowing ; things past, as more or less distant ; 
and things future, as more or less remote by 
'different gradations* Hence the variety of 
tenses in almost every language. 
e4 
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The present may indeed be always regarded, 
as one indivisible point, which admits no varie- 
ty ; u I am," " sum." But it is not so with the 
past. Even the poorest language has two or 
three tenses to express its varieties. Ours has 
four. 1. A past action may be represented as 
unfinished, by the imperfect tense ; " 1 was. 
walking, ambvdabam" 2. As finished, by the 
perfect tense, " I have walked." 3. As finish- 
ed some time since, the particular time being 
left undetermined ; " I walked, anibiUpoi ;" this 
it what grammarians call an aorist or indefi- 
nite past. 4. As finished before something 
else, which is also past. This is the pi usqua ra- 
pe r feet ; " I bad walked, ambulaveram. 1 had 
walked before you called upon me." Our Ian-* 
gtiage, we must perceive with pleasure, hat 
an advantage over the Latin, which has only 
three variations of past time. 

The varieties in future time are two ; a 
simple or indefinite future; "I shall walk, 
amtuiabo ;" and a future having reference to 
something else, which is likewise future ; " I 
shall have walked, ambulavero ; " I shall have 
walked, before he will pay me a visit." 

Beside lenses, verbs admit the distinction of 
voices, viz. the active and passive; as, " I 
l6ve, or I am loved." They admit also the 
distinction of modes, which are intended to ex* 
press the perceptions and volitions of the mind 
irtider different forms. The indicative mode 
simply declares a proposition; *' I write; I 
have written." The imperative requires, 
commands, or threatens ; ■** Write thou ; let 
him write." The subjunctive expresses a prop- 
osition under the form of a condition, or as 
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subordinate to something, to which reference 
is made ; " 1 might write ; I could write ; I 
should write, if the matter were so." This ex- 
pression of the perceptions and volitions of the 
mind in so many various forms, together with 
the distinction of the three persons, J, thou, and 
he, constitutes the conjugation of verbs, which 
makes so great a part of the grammar of all 
languages. 

Conjugation is reckoned most perfect in those 
languages, which, by varying the termination or 
the initial syllable of the verb,expresses the great- 
est number of important circumstances with- 
out the help of auxiliary verbs. In the oriental 
tongues verbs have few tenses ; but their modes 
are so contrived, as to express a great variety of 
circumstances and relations. In theHebrew they 
say in one word, without the aid of an auxiliary, 
not only ,"I taught," but, 1 * I was taught ; I caused 
to teach ; I was caused to teach ; 1 taught my- 
self." The Greek, which is commonly thought 
to be the most perfect of all languages, is very 
regular and complete in the modes and tenses. 
The Latin, though formed on the same models 
is not so perfect ; particularly in the passive 
voice, which forms most of the tenses by the 
aid of the auxiliary " sum" In modern Eu- 
ropean tongues, conjugation is very defective. 
The two great auxiliary verbs, to have, and to 
be, with those other auxiliaries, which we use 
in English, do, shall, will, may, and can, prefixed 
to a participle, or to another verb in the infin- 
itive mode, surpercede in a great measure the 
different terminations of modes and tenses, 
which formed the ancient conjugations. 
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The other parts of speech, as they admit no 
variation, will require only a short discussion. 

Adverbs are for (he most part an abridged 
mode of speech, expressing by one word, what 
might by a circumlocution be resolved into 
two or more words, belonging to other parts 
of speech. " Here,'* for instance, is the same 
with " in this place." Hence adverbs seem to 
be less necessary, and of later introduction into 
speech, than several other classes of words ; 
and accordingly most of them are derived from 
other words, formerly established in the lan- 
guage. 

Prepositions and conjunctions serve to express 
the relations which things bear to one another, 
their mutual influence, dependence, and coher- 
ence ; and so to join words together, as to form 
intelligible prepositions. Conjunctions are com- 
monly employed for connecting sentences, or 
members of sentences ; as, and, because, and 
the like. Prepositions are used for connecting 
words ; as, of, from, to, &c. The beauty and 
strength of every language depend in a great 
measure on a proper use of conjunctions, prep- 
ositions, and those relative pronouns, which 
serve the same purpose of connecting different 
parts of discourse. 

Having thus briefly considered the structure 
of language in general, we will now enter more 
particularly into an examination of our own 
language. 

The English, which was spoken after the 
Norman conquest, and continues to be spoken 
now, is a mixture ot the ancient Saxon and 
the Norman French* together with such new 
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sflid £bre%a words, as commerce and teaming 
have, in a succession of ages, gradually intro- 
duced. From the influx of so many streams, 
from a junction of so many dissimilar parts, it 
naturally follows, that the English, like every 
compounded language, must be somewhat ir- 
regular. We cannot expect from it that com- 
plete aba logy in structure, which may he found 
in those simpler languages, which were formed 
within themselves, and built on one foundation. 
Hence our syntax is short, since there are few 
marks in the words themselves which show 
their relation to each other, or point out either 
their concordance or their government in a 
sentence. But, if these be disadvantages in a 
compound language, they are balanced by the. 
advantages which attend it, particularly by the 
number and variety of words by which such a 
language is commonly enriched. Few lan- 
guages are more copious than the English. In 
all grave subjects especially, historical, critical, 
political, and moral, no complaint can justly be 
made of the barrenness of bur tongue. We 
are rich too in the language of poety ; our po- 
etical style differs widely from prose, not with 
respect to numbers only, but in the very words 
themselves ; which proves what a compass and 
variety of words we can select a/id employ, suit- 
ed to different occasions. Herein we are infin- 
itely superior to the French, whose poetical 
languagejif it were not distinguished by ryhme, 
would not be known to differ from their ordi- 
nary prose. Their language, however, surpass- 
es ours in expressing whatever is delicate, gay, 
and amusing. It is, perhaps, the happiest Ian- 
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guage for conversation in the known world ; 

$ut for the higher subjects of composition, ine 
English is justly considered as far superior to it; 
i The flexibility of a language, or its power of 
becoming either grave and strong, or easy and 
flowing,. or tender and gentle, or pompous and 
magnificent, as occasions require, is a quality 
of great importance in speaking and writing. 
This depends on the copiousness of a language ; 
the different arrangements of which its words 
are susceptible; and the variety and beauty of 
the sounds of its words. ■ The Greek possessed . 
these requisites in a higher degree than any 
other language. It superadded the graceful 
variety, of. its different flialeets ; and thereby 
readily assumed every kind of character, an au- 
thor could wish, from the most simple and fa- 
miliar, to the most majestic. The Latin, though 
very beautiful, is inferior in this respect to the 
Greek.. It has more of a fixed character of 
stateliness and gravity $ and, is supported by a 
certain senatorial dignity, of which it is difficult 
fpr,.a writer to divest > it. : * Among modern' 
tongues the Italian possesses much more flex- 
ibility itbafl the. French ; and seems to be on 
the whole the most perfect of all the modern' 
dialects wbicrj have arisen out of the ruins of 
the ancient. . Our language 1 , though unequal to' 
the Italian in flexibility, is not destitute of a 
considerable degree of this quality. *i Whoever 
considers the diversity of style in some of our- 
he st writers, will discover in our tongue such a 
circle of expression, such a power ofaccommo-. 
da t ion to the various tastes of men, as redounds 
rrjuch to its honour. . '^ 
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Our language has bean thought to be vety 
deficient in harmony of sound ; yet the melody 
of its versification, its power of supporting poet- 
ical numbers, without (be assistance of rhyme, 
is a sufficient proof, that it is far from being, 
unharmonious. Even the hissing sound, of 
which ithas been accused, obtains tess frequent- 
ly, {ban has been suspected. For in many 
words, and in the final syllables especially, the 
letter s has the sound of z, which is one of the 
pounds on which the ear rests with pleasure ; a$ 
in has, these, loves, hears, &c. 

It must however be admitted, that smooth- 
ness is not the distinguishing property of the 
English tongue. Strength and expressiveness, 
father than grace and melody, constitute its 
character, it possesses also the property of 
being trie most simple of all the European dia- 
lects in its form and construction. It is free 
from the intricacy of cases, declensions, modes, 
and tenses, Its words are subject to fewer var 
riations from their original form, than those of 
any other language. Its nouns have no distinc-, 
tibn of gender, except what is made by nature ; 
and but one variation in case. Its adjectives 
admit no change, except what expresses the 
degree of comparison. Its verbs, instead 
of the varieties of ancient conjugation, admit; 
only four, or five changes in termination. A 
few prepositions and auxiliary verbs effect 
all the purposes of sighificancy ; while the prin- 
cipal words for the most part preserve their 
form unaltered. Hence our language acquires 
a simplicity and facility, which are the cause 
of its being frequently written and spoken with 
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inaccuracy. We imagine that a competent skill 

in it may be acquired without any study ; anil 
,that in a syntax so narrow and limited as ours, 
HhbTQf is op thing which requires attention. But 
4ue fundamental rules o/ syntax are common to 
the English and io *tbe ancient tongues; and 
regard to them h absolutely' requisite for writ- 
ing or speaking with propriety. •• »" " v '*►'•- 
. Whatever be the advantages or defects of our 
language, it certainly deserves, in the highest 
degree, our study and attention. The Greeks 
and Romans in the. meridian, of their glory, 
bestowed the' highest cultivation tm their re- 
spective languages.*' The French and Italians 
have employed much study upon theirs ; and 
their example is worthy of imitation.- Fory 
whatever knowledge may be gained by the 
study of other languages,! tcan' never be commu- 
nicated withadvantage,unleas by tbose,who can 
write and speak tbeir own language* with pro- 
priety. Let the matter of aa authot be ever so 
good and useful, his compositions will always 
suffer in the public esteem, if his expression be 
deficient, in purity or propriety. At tbe-same 
,time r the. attainment of a correct and elegant 
style is an object which demands application 
And labour. |f any one suppose be can catch it 
merely by the ear,or acquire it by a hasty peru* 
sal of some of our good authors, he will be much 
disappointed. . The many grammatical errors* 
the many impure expressions', which are found 
in authors who are far from being contemptible* 
demonstrate that a careful study of our Ian-. 
guage is previously requisite for writing it 
wjtb propriety, purity, and elegance. I 
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STYLE, PERSPICUITY, ANI> PRECISION. 

STYLE fe the peculiar manner in which a 
man expresses his thoughts by words. It is a 
picture of the ideas in his mind, and of the or- 
der in which tbey there exist. 

The qualities of a good style may be ranged 
under two beadsV perspicuity, and ornament. 
It will readily be admitted, that perspicuity is 
the fundamental quality of a good style. With- 
out this the brightest! ornaments only glimmer 
through the dark, and perplex instead of pleasing 
the reader. If we be forced to follow a wri- 
ter with much care - T to pause, and to read over 
his sentences a second time, in ouder to under- 
stand tbem folly, he will not please us long. 
Men are too indolent to relish so much labour. 
Though tbey may pietend to admire an author's 
depth, after they have discovered his meaning, 
they wiH seldom- be inclined to look a second 
time into his book. 

Perspicuity require? attention, first fo single 
words and phrases, and then to the construe* 
tion of sentences. When considered with 
sespect to words and phrases, it requires these 
three qualities, purity, propriety, and precision- 

Purity and propriety of language are. often 
tided indiscriminately for each other ; and in- 
deed they are very nearly allied. A distinc- 
tion, however, obtains between them* Purity 
•is the use of such words and construction* 
as belong to the idiom of a particular language r 
in opposition to words and phrases, which art 
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imported from other languages, or which are 
obsolete, or newly coined, or employed with- 
out proper authority. Propriety is the choice 
of such words, as the best and most established 
usage has appropriated to those ideas, which 
we intend to express by them. It implies a 
correct and happy application of them, in oppo- 
sition to vulgar or low expressions, and to words 
and phrases, less significant of the ideas we in- 
tend to convey. Style may be pure, that is, it 
may be strictly English without Scotticisms or 
Gallicisms, or ungranimgtical expressions of 
any kind, and yet be deficient in propriety. 
The words may be illy selected ; not adapted 
to the subject, nor fully expressive of the 
author's meaning. He took them indeed from 
the general mass of English words ; but his 
choice was made without skill. But style can- 
not be proper without being pure ; it is the 
union of purity and propriety, which renders it 
graceful and perspicuous. 

The txact meaning of precision may be 
learnt from the etymology of the word. It is de- 
rived from " preecidere" to cut off; and signifies 
retrenching all superfluities,, and pruning the 
expression in such a manner, as to exhibit 
neither more nor less than the ideas intended to 
be conveyed. 

Words, employed to express ideas, may be 
faulty in three respects. They may either not 
express the ideas which the author means, 
but some others, which are only related ; or 
they may express those idea3, but not com- 
pletely ; or they may express them together 
With something more than be intends. Pre- 
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cision is opposed to these three faults ; but 
particularly to the last, into which feeble writ- 
ers are very apt to fal.L They employ a mul- 
titude of words, to make themselves understood, 
as they think, more distinctly ; but they only 
cjonfognd the reader. The image, as they 
place it before you, is always seen double. 
Wbea an author telle us of his heroe's courage, 
in tbe day of battle ; the expression is precise, 
and we understand it fully. But if, from a desire 
of multiplying wortls,he praise bis courage and 
fortitude ; at the moment he joins these words 
together, our idea begins to waver. He intends 
to express one quality more strongly ; but he 
is in fact expressing two*. Courage resists dan- 
ger, fortitude supports pain. . The occasions 
of exerting these qualities are different ; and, 
being led to think of bojh together, when only- 
one of them should engage attention, our view 
is rendered unsteady; and our conception of the 
object indistinct. 

The great source of a loose style, the oppo- 
site of precision, is the injudicious use of words 
called synonymous. Scarcely in any language 
are there two words that convey precisely the 
same idea ; and a person, perfectly acquainted 
with the propriety of the language, will always 
be able to observe something, by which they 
are distinguished. In our language many in- 
stances may be given of difference in meaning 
among words, reputed synonymous ; and, as 
th.e subject is important, we shall point out a 
few of them. ■ ' • 

Surprised, astonished, amazed, corfotmded, 
JVe are surprised at what is new or unexpect- 
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e4 ; we are astonished at what is vast or great ; 
we are amazed at what is in comprehensible ; 
we are confounded by what is shocking or ter- 
rible. 

Pride, vanity* Pride makes us esteem our- 
selves ; vanity makes us desire the esteem of 
others. 

Haughtiness, disdain. Haughtiness is found- 
ed on a high opinion of ourselves ; disdain on a 
low opinion of others. 

To weary, to fatigue. Continuance of the same, 
thing wearies us ; labour fatigues us. A man. 
is wearied by standing ; he is fatigued by walk- 
ing. 

To abftor, to detest To abhor imports simply 
strong dislike ; to detest imports likewise strong 
disapprobation. We abhor being in debt ; we ; 
detest treachery. 

To invent, to discover. We invent things, 
which are new ; we discover what was hidden* 
Gajila?o invented the telescope ; Harvey discov- 
ered the circulation of the blood. 

Entire, complete. A thing is entire, when it 
v?aj)ts none of its parts ; complete, when it wants 
none of the appendages which belong to it. A 
man may occupy an entire house ; though he 
hgve not one complete apartment. 

Enough, sufficient. Enough relates to the 
quantity, which we wish to have of a thing. 
Sufficient, relates to the use that is to be made 
of it. Hence, enough commonly signifies a 
greater quantity than sufficient does. The cov- 
etous man never has enough; though he. has 
what is su$ei$nt for nature, 
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These are a few among many instances of 
words io our language, wbidb by careless writers 
are apt to be mistaken for synonymous The 
more the -distinction in the meaning of sucn 
words is regarded, the more accurately and for- 
cibly skjaH we speak and write. 
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A. PROPER construction of sentences is of 
such importance in every species of compo- 
sition, that we cannot be too strict or minute 
in our attention to H. For, whatever be the 
subject, if the sentences be constructed in a, 
plumsy, perplexed, or feeble manner, the work 
cannot be read with pleasure, nor even with 
profit. But by attention to the rules, which re- 
late to this part of style, we acquire the habit of 
0* pressing ourselves with perspicuity and ele- 
gance ; and, if a disorder happen to arise in 
some of our sentences, we immediately see 
where it lies, and are able to rectify it. 

The properties most essential to a perfect 
setence are the four following. 1. Clearness. 
2. Unity. 3* Strength. 4. Harmony. 

Ambiguity is opposed to clearness,and arises 
from two causes ; either from a wrong choice 
of words, or* a wrong collocation of them.. Of 
the choice of words, as far as regards perspicu- 
ity, we have already spokes. Of the collocation 
of them we are now. to treat. From the nature 
of our language a capital rule in the arrange- 
fPpat of our sentences is, that words or member! 
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most nearly related, should Be placed as near to- 
each other as possible, that their miftual relation 
may clearly appear. This rule is frequently 
neglected eved by good writers. A few instan- 
ces will shoWboth its importance and application. 
In the position of adverbs, which are used to 
qualify the signification of something, which 
either precedes or follows them, a good deal of 
nicety is to be observed. «* By greatness," says 
Addison, " I do not only mean the bulk of any 
single object, but the largeness of a whqle 
View." Here the place of the adverb only makes 
it limit the verb mean. " 1 do not only mean." 
The question may then be asked, what does 
he more than mean ? Had it been placed after 
bulk, still it would have been wrong, for it might 
then be asked, what is meant beside the bulk 7 . 
Is it the colour or any other property ? Its' 
proper place is after the word object : " By 
greatness I do not mean the bulk of any single 
object only ;" for then, when it is asked, what 
does be mean- more than the bulk of a single 
object ; the answer, comes out precisely as the 
author intends, "the largeness of a whole view. ' 
u Theism," says Lord Shaftsbury, " can only 
be opposed to polytheism or atheism." It ma^ 
be asked then, is theism capable of nothing else, 
except being opposed to polytheism or atheism ? 
This is what the words literally mean through 
the improper collocation of only. He ought 
to have sajd, " Theism can be opposed only to 
polytheism or atheism." Inaccuracies of this 
kind occasion little ambiguity in cotaftion dis- 
course, because the tone and emphasis, used 
by the speaker,generaWy make the meaning pet- 
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qpicuous. But in writing, where a person 
speaks to the eye, he ought to be more accu- 
rate ; and so. to connect adverbs with the word$ 
the j qualify, that his meaning cannot be mis- 
taken on the first inspection. 

When a circumstance is interposed in the 
middle of a sentence, it sometimes requires at- 
tention to place it in such manner as to divest 
it of all ambiguity. For instance, " are these 
designs," say* Lord Bolingbroke, " which any 
man, who is born a Briton, in any circumstan- 
ces, in any situation, ought to be ashamed or 
afraid to avow ?** Here we are in doubt wheth- 
er the phrases, " in any. circumstances, in any 
situation" be connected with " a man born in 
Britain;** or with that man's avowing bis de- 
signs." If the latter, as seems most likely, waa 
, intended to be the meaning ; the arrangement 
ought to be this, "are these designs, which any 
man, who is born a Briton, ought to be asham- 
ed or afraid in atyy circumstances, in any situa- 
tion, to avow. ?** 

Still more attention is requisite to a proper 
disposition of the relative pronouns who y which* 
whpty whose; and of ail those parjiclesr, which 
"express the connection, of the parts of speech. 
As all reasoning depends upon this connection, 
we cannot be too accurate with regard to it. 
A small error may obscure tjhre meaning of a 
whole sentence ; and even where the meaning 
is apparent* yet if these relatives be misplaced* 
we always find something awkward and dis- 
jointed in (he* structure of the period. The 
following passage in Bishop Sherlock's Sef- 
mpns will exemplify these observations : " ft fa 
r2 
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folly to pretend to ana ourselves against the 
accidents ef life, by heaping up treasures, which 
nothing can protect us against, but the good 
providence of our Heavenly Father." Which* 
grammatically refers to the immediately pre- k 
ceding noun, which here is " treasures ;" and 
this would convert the whole period into non- 
sense. The sentence should have been thus 
constructed ; " It is folly to pretend, by heap-* 
log up treasures, to arm ourselves against the 
accidents bf life, against which, nothing can 
protect us, but the good providence of our' 
heavenly Father." 

We now proceed to the second quality of a 
well arranged, sentence, which we termed its 
unity. This is a capital property. The very" 
nature of a sentence implies one proposition to 
be expressed. 1 It may consist of parts; but* 
these parts must be so closely bound together, 
as to make an impression of one object only 
upon the mind. 

To preserve this unity *we must first observe, 
that during the course of the sentence, the sub* 
ject should be changed as little as possible. 
There is generally in every sentence some per- 
son or thing, which is the governing word. 
This should be continued so, if possible, from 
the beginning to the end of it. Should a man 
express 1 himself in' this manner; u after we' 
came to anchor, they put me 6n shore, where I 
was saluted by all my friends, who received me* 
with the greatest kindness/' Though the ob- 
jects in this sentence are sufficiently connect- 
ed ; yet, by shifting so often the subject and 
person, we, they, /, and who, tbey appear in to 
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tlitunited a view, that the sense and connection 
are nearly lost. The sentence is restored to its 
proper unity by constructing it thus ; " bavins 
come to anchor, I was put on shore, where I 
.was saluted by all roy friends, who received 
me with the greatest kindness." 

The second rule is, never crowd into one sen* 
fence idea?,which have so little connection, that 
they might well be divided into two or more 
sentences. Violation of this rule never fails to 
displease a reader. Its effect indeed is so dis- 
gusting,tbat of the two it is the safest extreme, 
to err rather by too many short sentences, than 
by one, that is overloaded and confused The 
following sentence from a translation of Plu- 
tarch will justify this opinion : " Their march," 
says the author, speaking of the Greeks, " was 
through an uncultivated country, Whose savage 
inhabitants fared hardly, having no other rich- 
es, than a breed of lean sheep, whose flesh was 
rank and unsavory, by reason of their continu- 
al feeding upon sea flesh/ 9 Here the subject is 
repeatedly changed. The march of the Greeks, 
.the description of the inbabitants,tbrough whose 
conntry they passed, the account of their sheep, 
and the reason of their sheep being disagreeable 
footi, make a jumble of objects, slightly related 
. to each other, which the reader cannot without 
. considerable difficulty comprehend in one \ iew. 

The third rule for preserving the unity of a 
sentence is, keep clear of parentheses in the 
middle of it. These may on some occasions 
have a spirited appearance, as prompted by a 
certain vivacity of thought, which can glance 
happily aside, rs it is going along. Bui in gen- 
f3 
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eral their effect is extremely bad ; being a per* 
plexed method of disposing of some thought, 
which a writer has not art enough to introduce 
in its proper place. It is needless to produce 
any instances, as they occur so frequently a- 
raong incorrect \vriters 

The fourth rule for the unity of a sentence is, 
bring it to a full and perfect close. It- needs 
not to be observed , that an unfinished sentence 
is no sentence with respect to grammar. But 
sentences often occur, which am more than fin- 
ished. When we have arrived at what we ex- 
pected to be the conclusion ; when we are come 
to the word, on which the mind is naturally 
led to rest ; unexpectedly some circumstance is 
added, which ought to have been omitted, or 
disposed of elsewhere. Thus, for instance, in 
the following sentence from Sir William Tem- 
ple, the adjectron to the sentence is entirely for- 
eign to it. Speaking of Burnet's Theory of the 
Earth, and Fontanel le's Plurality of Worlds ; 
" The first," says he, ** could not end bis learn- 
ed treatise without a panegyric of modern 
learning in comparison of the ancient ; and the 
other falls so grossly into the censure of the old 
poetry ,and preference of the new, that I could 
not read either of these strains without some 
indignation ; which no quality among men Is 
so apt to raise in me,as self sufficiency." The 
word "indignation" concludes the sentence; for 
the test member is added after the proper close* 
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STRUCTURE OF SENTENCES. 

W E now proceed to the third quality of a 
correct sentence, which we termed strength* 
By this is meant such a disposition of the several 
words and members, as will exhibit the sense to 
the best advantage ; as will render the imp res- 
sion,which the period is intended to make,most 
full and complete ; and give every word and 
every member its due weight and force. To 
the production of this effect, perspicuity and 
unity are absolutely necessary ; but more is re- 
quisite. For a sentence may be clear ; it may 
also be compact, or have the requisite unity ; 
and yet, by some unfavourable circumstance in 
the structure, it may fail in that strength or 
liveliness of impression, which a more happy 
collocation would produce. 

The first rule for promoting the strength of 
a sentence is, take from it all redundant words. 
Whatever can be easily supplied in the mind, 
is better omitted in the expression ; thus, "con- 
tent with deserving a triumph, he refused the 
honour of it," is better than " being content 
with deserving a triumph^ he refused the hon- 
our of it." It is one of the most useful exer- 
cises on reviewing what we have written, to 
contract that circuitous mode of expression, 
and to cut off those useless excrescences, which 
are usually found in a first draught. But we 
must be cautious of pruning so closely as to 
give a hardness and dryness to the style. Some 
leaves must be left to shelter and adorn the fruifc 
p4 
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As sentenced should be cleared of superflu- 
ous words, so also of superfluous members. 
Opposed to this,is the fault we frequently meet, 
the last member qf a period heingonly a repe- 
tition of the former in a different dress. Far 
example, speaking of beauty, " the very first 
discovery pt it," says .Addison, "strikes the 
mind with inward }vy % and spreads delight 
through ail its faculties," In this, instance, 
■scarcely any thing is. added by the second mem- 
ber of the sentence |o what was expressed ia 
the first. Though the flowing style of Addison 
may palliate such negligence ; yet it is generally 
true, that language, divested of this, proligity, fe 
more strong and beautiful. 

The second rule for promoting the strength 
of a sentence is, pay particular attention to the 
use of copulatives, relatives, apd particles,, em- 
ployed for transition and connection. Some ob- 
servations on this subject, which appear useful, 
"shall be mentioned. 

What is termed splitting of particles, or sep- 
arating a preposition from the nemo, which it 
governs, if ever to be avoided. For example, 
** though virtue borrows no assistance from, yet 
it may otten be accompanied by, the advantages 
of fortune." In such instances we sqffer paia 
from the violent separation of two things, which 
by nature ace closely united. 

The strength of a sentence is much injured 
by an unnecessary multiplication of relative and 
demonstrative particles. If a writer $ay, "there; 
js nothing which disgusts me sooner, than the 
empty pomp of language ; he expresses him- 
self less forcibly, than if be bad said, " nothing 
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diagusts roe sooner, than the empty pomp of 
language/ 9 The former mode of expression 
in the introduction of a subject, or in laying 
down a proposition, to which particular atten- 
tion is demanded, is very proper ; but in ordi- 
nary discourses, the latter is far preferable. 

With regard to the relative we shall only ob- 
serve, that in conversation and epistolary writ- 
ing it may be omited ; but in compositions of 
a serious or dignified kind, it should constantly 
be inserted. 

On the copulative particle and, which occurs 
so often, several observations are to be made. 
It is evident, that an unnecessary repetition of 
it enfeebles style. By omitting it we often make 
a closer connection, a quicker succession of ob- 
jects, than when it is inserted between them. 
■** Veni, vidi, vici" expresses with more spirit 
the rapidity of conquests ban if connecting par- 
ticles had been used. When, however, we wish 
to prevent a quick transition from one object to 
another ; and when enumerating objects Which 
we wish to appear as distinct from each other 
as p ssible ; copulatives may be multiplied with 
peculiar advantage. Thus Lord Bolingbroke 
says with propriety, " such a man might fall a 
victim to power ; but truth, and reason, and lib- 
erty, would fall with him." 

The third rule for promoting the strength of 
a sentence is, dispose of the principal word or 
words in that part of the sentence, where they 
will make the most striking impression. Pers- 
picuity ought first to be studied ; and the na- 
ture of our language allows no great liberty of 
collocation. In general, the important words 
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are placed at the beginning of a sentence. Thus 
Mr. Addison ; " the pleasures of the imagina- 
tion, taken in their full extent, are not so gross 
as those of sense ; nor so refined as those of 
the understanding." This order seems to be 
the most plain and natural. Sometimes, how- 
ever, when we propose giving weight to a sen- 
tence, it is useful to suspend the meaning a lit- 
tle, and then to bring it out fully at the close* 
44 Thus," says Pope, •' on whatever side we 
contemplate Homer, what principally strikes us, 
is his wonderful invention." 

The fourth rule for promoting the strength 
of sentences is, make the members of them go 
on rising in their importance one above anoth- 
er. This kind of arrangement is called a cli- 
max,, and is ever regarded, as a beauty in com- 
position. Why it pleases is sufficiently evident. 
In all tilings we love to advance to what is more 
and more beautiful, rather than to follow a ret- 
rograde order. Having viewed some consider- 
able object, we cannot without pain descend to 
an inferior circumstance. " Cavendum est" 
says Quintillian, "ne descrescat oratio, etfortior 
tvbjungatur ahquid infirmius" A weak as- 
sertion should never follow a stronger one } 
and, when a sentence consists of two members, 
the longest should in general be the concluding 
one. Periods, thus divided, are pronounced 
more easily ; and, the shortest member being 
placed first, we carry it more readily in our 
memory, as we proceed to the second, and see 
the connection ol the two more clearly. Thus 
to say, " When our passions have forsaken us, 
we flatter ourselves with the belief that we have 
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forsaken the no," is both more graceful and more 
perspicuous, than to begin with the longest part 
df the proposition ; " We flatter ourselves with 
the belief that we have forsaken our pas- 
sions, when they have forsaken us." 

The fifth rule for constructing sentences with 
strength is, avoid concluding tfceni with 1 an ad- 
Verb, a preposition, or any insignificant word. 
By such conclusions, style is always weakened 
and degraded. Sometimes; indeed, where the 
stress and significance rest chiefly upon words 
of this kind, they ought to have the principal 
place allotted them. No fault, for example, 
can be (bund with this sentence of Bolingbroke ; 
"In their prosperity my friends shall never 
hear of me ; in their adversity always ;" where 
never and always, being empbatical words, are 
so placed, as to make a strong impression. 
But, when these inferior parts of speech are in- 
troduced, as circumstances, or as qualifications 
of more important words, they should always 
be disposed of in the least conspicuous parts of 
the period. . \ . .. . 

' We should always avoid Concluding a sen- 
tence or member with any of those partictes, 
which distinguish the cases of nouns ; as of, to, 
from, with, by. Thus it is much better to say, 
** avarice is a crime, of which wise menare of- 
ten guilty," than to say, " avarice is a crime, 
which wise men are often guilty of." This is 
a phraseology which all correct writers shun. 

A complex* verb,' compounded of a simple 
verb and a subsequent preposition, is also an 
Ungraceful conclusion of a period ; as, bring 
about, clear «/>, give over, and many others of 
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fc tbe same kind | instead of which, if a simpfe 

verb be enpleyed,it will terjpjnate the sentence, 
with, mow* strength, E*en the pronoun if , es- 
pecially when joined witbsojne of the preppsi- 
lions, as, witfi #, in %U <e *t> flaonot without vipr 
lotion of grace be thecojipluslonofa sentence. 
Any phrase, which expresses a cireumstapce 
only, cannot conclude a sentence, without great 
inelegance. Circumstances, indeed, are like! 
unshapely stone* in a building* wbicb try the 
skill of an artist, where to place them with the 
least offence. We should not crowd too many 
of them together; but rather intersperse them 
in different parts of the sentence, joined with 
the principal words on which tbjey depend, 
Thus, for instance, when Dean Swift says, 
" what 1 had the honour of mentioning to your 
lordship some time ago in conFersaiiop, was pot 
a new thought;" these two circuuistanoes, sow*, 
time ago, and in conversion, which are joined, 
would have been better separated thus ; " wfyat 
I bad the honour spue time ago pf meptienjng 
to your lordship in conrersation." 

The sixth and last rule concerning the 
strength of a sentence i* this, in the members 
of it, where two things are compared or con- 
trasted ; where either resemblance or opposi- 
tion is. to be expressed ; some, resemblance in 
the language and construction, ought to he ob- 
served- The following, passage from Pope's 
preface to his Homer, beautifully $*$mplifies 
this rule. " Homer was the. greater genius ; 
Virgil the bettei artist ; in the ope we adpure 
the man ; in the other the work. Homer hur- 
ries us with % commanding impel uowty ; Vu- 
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gil leads us with an attractive majesty. Homer 
Scatters frith a generous profusion ; Virgil be- 
stows with;a careful magnificence* Homer, like 
the Nile, pours otrt his riches with a sudden ov- 
erflow ; Virgrl, like a river in its hanks, with a 
constant stream. When we look upon their 
machines, Homer seems like his own Jupiter in 
his terrors, shaking Olympus, scattering light- 
nings, and firing the heavens. Virgil like the 
same power in his benevolence, counsel ling with 
the gods, laying plans for empires, and order- 
ing bis whole creation." Periods, thus con- 
si rue ted ^ When introduced with propriety, and 
not too frequently repeated, have a sensibly 
beauty. But, if such a construction be aimed 
at in every sentence, it betrays into a disagree- 
able Uniformity, and produces a regular jingle 
in the period, Which tires the ear, and plainly 
discovers affectation. • ■ • 
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HAVING considered sentences with regard 
to their meaning under the heads of Perspicuity, 
Unity, and Strength ;• we shall now consider 
them with respect to their sound. 

In the harmony of periods twe things are to 
'be considered. First,- agreeable sound ©r mod- 
ulation in genera), without any particular ex- 
pression Next, the. sound so ordered, as to 
become expressive of the sense. The first is 
the more common ; this second the superior 
beauty. ' ' 
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The beauty of musical construction depend* 
•upon Abe choice and arrangement of words. 
Those Words are most pleasing to the eat, 
which are composed of smooth and liquid 
sounds, in which there is a proper jotenni** 
lure of vowels and consonants without too many 
harsh consonants, or too many open voxels in 
succession. Long words are generally more 
pleasing to the ear than monosyllable? ; a]p4 
those are the most musical, which are not 
wholly composed of long or short syllables, but 
^>f an intermixture of them ; such, as delight, 
amuse, velocity, celerity, beautiful, impetuosity* 
If the words, however, ' which compose a sen- 
tence, be ever so well chosen and harmoni- 
ous; yet, if they be unskilfully arranged, its 
music is entirely tost. As an instance of a 
musical sentence, we may take the following 
from Milton ; <( We shall conduct you to a 
hill side, laborious indeed at the first ascent j 
but else so smootb, so green, sq full of goodly 
prospects apd melodious sounds on every side, 
ibat the harp of Orpheus was not more chart** 
ing." Every thing in this sentence conspires, 
to render it harmonious. The words are 
wett chosen ; ktboriout, moeth, green* goodlg t 
wlodiom, charming ; and so bappHy arranged, 
mat no alteraijoq ca* be made without injuring 
fbe melody. 

There; are two things on which the music of 
a sentence principally depends ; these are, the 
proper distribution of the several members of 
it, and the close or cadence of the whole. •■ 

First, the distribution of the several mem- 
bers should be carefully regarded. Whatever* 
^ easy to the organs of speech, is always grate- 
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ful to the ear. While a period advance^ , the 
termination of each member forms a pause in 
the pronunciation ; and these pauses sboukt be 
' so distributed, as to bear a certain musical pro- 
portion to each other. This will be best illus- 
trated by examples. "This discourse concern- ~ 
ing the easiness of God's commands, does all 
along suppose and -acknowledge the difficult res 
of the first entrance upon a religions course ; 
except only in those persons who hare bad the 
happiness to be trained up to religion by the 
easy and insensible degrees of a pious and vir- 
tuous education. 9 ' This sentence is far from 
being harmonious ; owing chiefly to this, that 
there is but one pause in it, by which it is di- 
vided into two members ; each of w hi eft is so 
long, as to require a considerable stretch of 
breath in pronouncing it. On the contrary, let 
us observe the grace of the lol lowing passage 
from Sir. William Temple, in which he speaks 
sarcastically of man. " But, God be thanked, 
his pride is greater than his ignorance ; and, 
what be wants in know ledge, he supplies by suf- 
ficiency. When he has looked about him as 
far as he can, be concludes there is no more te 
be seen ; when he is at the end of his line, he 1 
is at tbe tfottom of the ocean ; when he has 
shot his best, he is sure none ever did, or ever 
can shoot better, or beyond it. His own reason 
he holds to be the certain measure of truth j 
and his own knowledge, of what is possible in 
nature." ' Here every thing 4 is at once easy to 
the breath, and grateful to the ear. We must 
however observe, that if composition » abound 
with sentences which have two many* rests, and- 
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these placed at intervals apparently measured 
and regular, it is apt to savour of affectation. 

The next thing which demands attention, is 
the close or jcadence of the period. The only 
important rule, which can here be given, is 
this, when we aim at dignity or elevation, the 
sound should increase to the last ; the longest 
members of the period, and the fullest and most 
sonorous words, should be reserved for tbe 
conclusion. As an instance of this, the follow- 
ing sentence of Addison may be given. " It 
fills the mind with the largest variety 6f ideas ; 
converses witb its objects at the greatest dis- 
tance ; and continues the longest in action wilhr 
Qut being tired or satiated with its proper en- 
joyments." Here every reader must be sensi- 
ble of beauty in the just distribution of the 
pauses, and in the manner of rounding the pe- 
riod, and of bringing it to a full and harmonious 
close. 

It may be remarked, that little words in tbe 
conclusion of a sentence are as injurious to 
melody, as they are inconsistent with strength 
of expression. A musical close in our lan- 
guage s,eems in general to require either the 
last syllable, or the last but one, to be a long 
syllable. Words which consist chiefly of short 
syllables, as contrary, parti eidar, retrospect, sel- 
dom terminate a sentence harmoniously, unless 
a previous run of long syllables have rendered 
tjiem pleasing to tbe ear. 

Sentences, however, which are so construct- 
ed, as to make the sound always swell toward 
the end, and rest either on the last or penult 
syllable, give a discourse the tone of declama- 
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tion. If melody hi not varied, the ear is soon 
cloyed with it. Sentences constructed in the 
same manner, with the passes at eo^ual inter- 
vals, should never succeed each other. Short 
sentences must be blended with long and swell- 
ing ones, to render discourse sprightly as wefl . 
as magnificent. 

We now proceed to treat of a higher species 
of harmony; the sound adapted to the sense. 
Of this we may remark two degrees. First, 
the current of sound suited to the tenor of a 
.discourse. Next, a peculiar resemblance ef- 
fected between some object, and the sounds that 
are employed in describing it. 

Sounds have in many respects an intimate cor- 
respondence with our ideas; partly natural, part- 
ly produced by artificial associations. Hence, 
any one modulation of sound continued, stamps 
oh style a certain character and expression. 
Sentences,constructed with Ciceronian fullness, 
.excite an idea of what is important, magnifi- 
cent, and sedate. But they suit no violent pas- 
sion, no eager reasoning, ao familiar address. 
These require measures brisker, easier, and 
often more abrupt. It were as absurd to write 
a panegyric and an invective jit a style of the 
same cadence, as to«et the words of a tender 
love song to the tune of a warlike march. 

Beside, the general correspondence of the 
.current of sound with the current of thought, 
a more particular expression of certain objecur 
by resembling sounds may be attempted. In 
poetry this resemblance is chiefly to be sought. 
It obtains sometimes, indeed, in prose conv 
fctsition ; but there in an inferior degree 
o 
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Tbe sounds of words may be employed for 
representing chiefly three classes of objects ; 
first* othej sounds; secondly, motions; and 
thirdly, the emotions and passions of the mind. 

Inmost languages, the names of many par- 
ticular sounds are so formed, as to bear some 
resemblance of tbe sound which they signify ; 
as with us the whistling of winds, the buzz and 
hum of insects, the kiss of serpents, and the 
$nuh of falling timber;, and many other in- 
stances, where the name is plainly adapted to 
the sound it represents, A remarkable exam- 
ple of this beauty may tie taken from two pas- 
sages in Milton's Paradise Lost ;. in one of. 
which he describes the sound, made by tbe 
opening of tbe gates of bell ; in the other, 
that made by tbe opening, of the gates of heav- 
en. The contrast between the two, exhibits to 
great advantage the art of the poet.. Tbe first 
i* the opening of bell's gates y 



^-*« 



-On a, sudden open fly 



With impetuous recoil and jaring sound 

The infernal doors ; and on their hinges grate 

Harsh thunder* 

Observe the smoothness of the other ;. 



Heaven opened wide 



Her ever during gates, harmonious sound !. 
On golden hinges turning. 

In the second place, the sound -of words is 
frequently employed to imitate motion ; as it 
is. swift or slow, violent or gentle, uniform, or 
interrupted) easy or accompanied with effort- 
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Jtetw,eeu sound and motion there is no natural 
affinity ; jet in the imagination there is a strong 
one ; as is evident from the connection between 
music and dancing. The poet can therefore 
give us a lively idea of the kind of motion he 
would describe, by the help of sounds which 
in our imagination ^correspond with that mo* 
tion. Long syllables naturally excite an idea 

of slow motion ; as in this line of Virgil, 

'i. * , . 

plli iot er sese magna v* brachia toilunt, 

A succession of short syllables gives the in> 
j>ression of quick motion ; as, 

Sed fugit interea, fugit irreparabile tempos. 

' The works of Homer and Virgil abound 
with instances of this beauty ; which are so 
often quoted, and so well known, that it is un- 
necessary to produce thehj. 
' The third set of objects, which tr^e sound of 
words is capable of representing, consists df 
emotions and passions of the mind. Between 
sense apd sound there appears to be no natural 
resemblance. But if the arrangement of sylla- 
bles by their sound alone recall one set of ideas 
more readily than another, and dispose the 
mind for entering into that affection which the 
jpoet intends to raise ; such arrangement may 
with propriety be said to resemble the sense. 
Thus, when pleasure,joy,and agreeable objects, 
ire described by one who feels his subject, the 
language naturally runs in smooth, liquid, an4 
flowing wunbera. • ' 
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■ "•• Namque ipsa decoram 
C&sariem nato genetrix, lumenque juveniae 
Purpureum, et laetos ocuHs afflarat aonores. 

Brisk and lively sensations exact quicker and 
more animated numbers. 



■Juvenum manus cmicat aniens 



JL>ittos in Hesperitun. 

Melancholy and gloomy subjects are natur- 
ally connected with slow measures and long 
words. - l 

Id those deep solitudes and awful cells, 
Where heavenly pensive contemplation dwells. 

Abundant instances of this kind are suggest- 
ed by a moderate acquaintance with good poets, 
ei ther ancient pr modern. 



QRIGIN AND NATURE OF FIGURATIVE 
' "LANGUAGE. ■ - "" ; ' 

PlGlfJUSS may be described to be that 
language, which is prompted either by (be 
Imagination or passions. ' They are commonly 
divided by rhetoricians into two great classes, 
figures of words, and §gures of thought. The' 
Cor me r are commonly called tropes, and consist 
in a word's : being used to signify something 
different from its original meaning. Hence, if 
the word be changed, the figure is destroyed. 
Thus, for instance, " light arise th to the up- 
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tight fn darkness." Here the trope consist ify 
" light and darkness" not being taken literally, 
but substituted' for comfort in adversity ; to 
which conditions of life they are supposed to 
Bear some resemblance. The other class, 
termed figures of thought, supposes the figure 
to consist in the sentiment only, while the words 
are used in their literal sense : as in exclama- 
fions, interrogations, apostrophes,- and compar- 
isons ;' where, though the words be varied, or 
translated' from one language into another, the 
same figure is still preserved. This distinction 
however, is of small importance ; as practice 
cannot be assisted by it ; nor is it always very 

perspicuous. 

Tropes are derived in part from the barred* 
ness of language ; but principally from the in- 
fluence, which the imagination has over all lan- 
guage. The imagination never contemplates 
any one idea or object as single and alone ; but 
as accompanied by others, which may be con- 
sidered as its accessories.' These accessories 
often operate more forcibly upon the mind, 
than the principal idea itself* They are, per- 
haps, in their nature more agreeable, or more 
familiar to our conceptions ; of remind us of a 
greater variety of important circumstances. 
Hence the -name of the accessory or corres- 
pondent idea is substituted ;. although the prin- 
cipal has a proper and well known name of its 
own. Thus, for example, when we design to 
point out the period, In which a state enjoyed 
roost reputation or glory ,we might easily employ 
the proper words for expressing this ; but, as 
this, in our imagmatkm, is readily connected 
g2 
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wlty the flourishing period of a plant or tree, 
we prefer this correspondent idea, and say* 
rt ^The Roman empire flourished most under 
Augustus." The leader of a faction, is a plain 
expression ; but, because the head is the prin- 
cipal part of the human body, and is supposed 
to direct all the animal operations > resting on 
this resemblance, we say, " Cataiine was the 
head of bis partyl" 

We shall now examine, why trqpe$ and fig- 
ures contribute to the beauty and grace of style. 
By them language is enriched, and made more 
copious. Hence words and phrases are multi- 
plied for expressing all sorts of ideas ; for de- 
scribing even the smallest differences ; the 
nicest shades and colours of thought ; which by 
proper words alotie cannot' possibly be expres- 
sed. They also give dignity fo style, which is, 
degraded by the familiarity of common words/ 
figures have the same effect en language, 
that a rich and splendid apparel has on a per- 
son of rank and dignity . In prose composi- 
tions, assistance of this kind is often requisite ; 
to poetry it is essential; To say, "the sun 
rises," is common and trite ; but it becomes a 
magnificent image,as expressed by Thomson : * 

But yonder comes the powerful king of day, . 
Rejoicing in the east. v 

Figures furnish t^e pleasure of enjoy ing two 
objects, presented at the same time to our 
View, without confusion ; the . principal idea 
together with its accessory, which gives it the 
figurative appearance. When, for example, 
instead of "youth," wa jay, " the morning of 
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life f the fancy is instantly entertained with alt 
the corresponding circumstances betweefi these 
two objects. At the same instant we behold a 
certain period of human life, and a certain time 
of the day so connected, that the imagination 
plays between them with delight, and views at 
oncje .two similar objects without embarrass* 
merit. 

Figures are also attended with the additional 
advantage of giving us a more clear and strik- 
ing view of the principal object, than if if were 
expressed in simple terms, and freed from its 
accessory idea* Tbey exhibit the object, on 
which they are employed, in a picturesque 
form ; tbey render an abstract conception in 
some degree an object of sense ; tbey surround 
it with circumstances, which enable the mind 
to lay bold of it steadily, and to contemplate it 
fully. By a well adapted figure, even convict 
lion is assisted; and a truth is impressed upon, 
the mind with additional liveliness and force. 
Thus in the following passage of Dr. Young ; 
"When we dip too deep In pleasure, we always 
stir a sediment, that renders it impure and nox* 
Sous " When an image presents such a re- 
semblance bet Ween i moral and a sensible idea; 
it serves, lijce an argument from analogy, to en- 
force what tne author advances, and to induce 
belief. . 

All tropes being founded on the relation 
which one object bears to another, the name of 
the one may be substituted for that of the 
other ; and by this the vivacity of the idea is 
generally increased. The relation between a 
cause and its effect, is one of the first anft mgst 
o3 
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obvious. Hence the cause is sometime* figur- 
atively put for the effect. Thus Mr. Adoastw, 
writing of Italy, says. 

Blossoms, and fruits, and flowers together rise, 
And the whole year in gay confusion lies. 

Here the " whole year" is plainly meant to 
signify the productions of the year. The ef- 
fect is also often put for the cause ; as " grey 
hairs" for " old age," which produces grey- 
hairs ; and " shade," for the *' trees," which 
cause the shade. The relation between the 
container and the thing contained is so intimate 
and apparent, as naturally to give rise to tropes. 

——We tmpiger hawsit 

Spumantem pateram, et plena se proluit auro. 

• Where it is obvious, that the cup and gold 
are put for the liquor, contained in the golden 
cup. The name of a country is often used to 
signify its inhabitants. To pray for the assist- 
ance of Heaven is the same with praying for 
the assistance of God, who is in heaven. The 
relation between a sign and the thing signified 
is another source of tropes. Thus, 

Cedant arma toga? ; concedat laorea lingua*. 

Here the " toga," which is the badge of th* 
civil professions, and the " laurel," thai of mil- - 
itary honours, are each of them put for the civ* 
il and military characters themselves. Tropes, 
founded on these several relations of cause and 
effect, container and contained, sign and thing 
signified* are called by the name of metottoray. 



When a IrOpe is founded on toe relation be- 
tween an antecedent and its consequent, k« 
'called a metalepsis ; as in the Reman phrase, 
**&k," or ** vint/' to signify that one was dead, 
"f'iiit llfato et ingens gloria Teucrum" ex- 
presses that tiie -glory of Troy is no more. 

When the whole w put for a part, or a part 
for tbe Whole ; a germs for a species* or a spe- 
cies for a geoas ; the singular number for the 
plural, or tbe plural for the singular ; in gener- 
al, when any thing less, or any thing more, is 
put for the precise object meant ; tbe figure Is 
then termed a synecdoche. We say, for in- 
stance, u A fleet of so many sail," instead of so 
many "ships ;" we frequently use the " bead 3 
for the " person," tae " pole" for the " earth, 5 
the " waves" for tip "sea." An attribute is 
often used for its subject ; as, " youth and beau- 
ty," for tbe " young *mdfceatft»fal ;" and some- 
times a subject for i(s attribute. But the rela- 
tion by far the most fruifrfol of tropes, is simili- 
tude, Which 'is* tbe sole foundation of metaphor. 
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METAPHOR. 

METAPHOR is founded entirely on the 
resemblance, wtrich one object bears to an* 
other. It is, therefore, nearly allied to simile 
or comparison ; and is indeed a comparison in' 
an abridged form. When we say of a great 
^sinister, «« he upholds tbe state, like a pillar,' 
•which supports the weight of an edifice," we 
evidently make a comparison $ bat, when we 

04 ' . 880678' 
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say of bun, be is " the pillar of the state,? it 
becomes a metaphor. 

' Of all the figures of speech none approaches 
so near to painting, as metaphor, it gives light 
dnd strength to description ;. makes irtteHectu- 
al ideas in some degree visible, by giving them 
Colour, substance, and sensible qualities. To 
produce this effect* however, a delicate hand •& 
requisite ; for by a little inaccuracy we may in- 
troduce confusion instead of promoting perspi- 
cuity. Several rules therefore must be give* 
for the proper management of metaphors. 
' The first rule respecting metaphors is, they 
must be suited to the nature of the subject; nei* 
(her too numerous, nor too gay, nor too elevated 
for it | we roust neither attempt to force tbe 
subject by the use of them into a degree of el* 
evation, not congruous to it; opr on the con- 
trary suffer it to faJJ below its proper dignity. 
Some metaphors are beautiful in poetry, which 
would be unnatural in prose ; some are grace* 
fill in oration*, which would be. highly improper 
in historical or philosophical composition. Fig- 
Ores are the dress of sentiment. They should 
consequently be adapted to the ideas which 
they am intended to adorn. 

The second rule respects the choice of ob- 
jects, whence metaphors are to be drawn. Tbe 
field for figurative language is very wide. All 
nature opens her stores. and allows us to collect 
them without restraint. But we must beware 
of using such allusions as raise in the mind dis- 
agreeable, mean, low, or dirty ideas. To ren- 
der a metaphor perfect, it must not only be apt, 
but . pleasing ; it must entertain .as well as en* 
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lighten* Dryden, therefore, can hardly escape 
the imputatiou of a vary unpardonable breach 
of delicacy ,when he observes to the Earl of Dor- 
set, that « some bad poems carry their owners' 
marks about them ; some brand or other on this 
hu&ock, or that ear ; that it is notorious, who are 
the owners of the cattJe." The most pleasing 
metaphors are derived from the frequent occur- 
rences of art and natuie, or from the civil trans- 
actions and customs oi mankind. Thus, hottr 
Impressive, yet at tbe same time how familiar, 
is the image which Otway has put into the 
paouth of Metellus in his play of Caius Marius, 
jwhere he calls Sulpicius 

That mad wild bull, whom Marias lets loose 

On each occasion, when he'd make Rome feel him, 

To toss our laws and liberties in the air. 

In the third place a metaphor should be found- 
ed on a resemblance, which is clear and strik- 
ing, not far fetched, nor difficult to be discover- 
ed. Harsh or forced metaphors are always dis* 
pleasing, because they perplex the reader, and 
instead of illustrating the 'bought, render it in% 
tricate and confused. Thus, for intance, Cow- 
ley, speaking of his mistress, expresses himself 
in tbe following forced and obscure verses : 

Wo to her stubborn heart ; if once mine come 

Into tbe selfsame room, 
•Twi/I tear and blow up all within, 
Jjike a grenade, shot into a magazine. 
' Then shall love keep the ashes and torn parts 
Of both oq r broken hearts ; 
Shall out of both one new one make ; 
From ber'f the alloy, from mine the metal take ; 
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Fpj of to heart be from the flames wOI fine* 
Put little left behind ; 
Mine only wij/ remain entire ; 
No dross was there to perish in the fire. 

Metaphor?, borrowed fr&m any of the scien- 
ce s, especially from particular professions, arc 
almost always faulty by their obscurity. 

In the fourth place, we must never jumble 
metaphorical and plain language together'; nev- 
er construct a period so* that part of it must be. 
understood metaphorically, part literally; which 
always produces confusio'n. The works of Os- 
sian afford an instance of the fault we are now 
censuring. ". Trothal went forth with the 
stream of bjs, people, but they met a rock ; for 
Fingai stood unmoved; broken, they rplled back 
from "bis side. Nor did they rpll in safety ; the 
spear of the king pursued their flight." The 
metaphor at tne beginning is beautiful ; the 
f stream," the " unmoved rock|" the " waves 
lolling back broken," are expressions in the 
proper and consistent language of figure ; but 
in the end, wfcen we are told* K tbey did not roll 
IP safety, because the «pear of the king pursued 
their flight," the literal meaning is injudicious- 
ly mixed with the metaphor ; they are at the 
same morospt presented (o us as waves that 
roU % and as men that may be pursued and wound" 
Qdbyaspear^ 

. In the fifth place, take care not to make two 
different metaphors meet on the same object. 
This, which is called mixed metaphor, is one 
pf the grossest abuses of this figure. Shake* 
speare's expression, for example, *' to take arms 
against a sea of troubles,'* makes a moal no- 



uatu^al medley, and entire]^ confounds \he im-r 
agination.' More correct writers than Shake- 
speare, are sometimes guilty of t^is. error. 
Mr. ^d^disop says, "there is not a single vie^r 
ot human nature, which is npt sufficient to ex- 
tinguish the seeds of pri4f»" Here \a view 4g 
made to extinguish, and to extinguish seeds. 
' In examining the propriety of metaphors if 
is a good rule to form a picture pf theno, and to 
tonsider how the parts agree, and what kind of 
figure the whole presents, when delineated with 
a pencil. * . - - . , 

Metaphors, in the sixth place, should not be 
crowded together on the same object. Though 
each of them be distinct, yet, ifthey.be heaped' 
on one another, they produce confusion. The 
following passage from Pora,ce will exemplify 
this observation : 

J&otuoi ex Vetello lonsule civicui* 
Belljgue cai^as, et villa, et motifs, 
*■ Ludumque fortunae, gravesque 
Principum amickias, et arraa 
Nondum expiatis uncta cruoribus, 
Fericuloea? plenum opus alese, 
- Tractas, et incedis per ignes 
Suppositos ciaeri doloso. 

This passage,though very poetical, is render- 
ed harsh and obscure by three distinct meta- 
phors crowded together. First, " arma undo, 
cruoribus nondum expiatis ;" next, " opus pie* 
ftum penculosa oka ;" and then, " incedis per* 
ignes suppositos cineri doloso." 

The last rule concerning metaphors is, they 
should not be too far pursued. For when the 
resemblance, which is the foundation of the -fig- 
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ure, is long dwelt upon, and carried into all tip 
minute circumstances, an* allegory is producer 
instead of a metaphor; the' reader is wearied, 
and the discourse s becomes obscure This is' 
termed straining a ' metaphor. '" Ddct. Young, 
whose imagination 1 was more distinguished by 
strength, than delicacy, is often guilty of run- 
ning down his metaphors. Speaking of old 
age, he says, it should* s « • " 4 ■' '* 

Walk thoughtful on the silent, solemn shore 
Of that vast ocean, it must sail so soon ; 
And put good works on board; and wait the wind, 
That shortly blows us into worlds unknown. 

Tfie two first lines are uncommonly beauti* 
ful ; ; but J when he continues the metaphor by 
*'' putting- gjtod works on board, and waiting the 
wind," it is strained, and sinks in dignity. 

Having treated of metaphor, we shalloon* 
elude this chapter with a few words concerning 
dllegbry. * ' *• " ' ' : ' 

Ad allegory is a continued, metaphor ; as it 
is the repesentation of one thing by another 
that resembles it. 'Thus Prior makes Emma 
describe her constancy to Henry in the follow- ' 
ing allegorical manner. ! ' '*• 
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Did I but purpose to embark With, thee 
On the smooth surface of a summer's sea, 
"While gentle fcephyrs play with prosperous gales, 
And fortune's favour fill's the swelling sails ; 
But would forsake the ship, and make the shore, 
When the winds whistle, and the tempest roar? '• 

The same rules that were given for meta* 
phors, may be applied to allegories on account 
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of the affinity between them. The only mate- 
rial difference beside the one being short and the 
other prolonged is, that a metaphor always ex- 
plains itself by the wordsthat are connected with 
it in their proper and literal meaning ; as, when 
we aay, *' Achilles was a lion ;" " an able min- 
ister is the pillar of the state." Lion and pillar 
are here sufficiently interpreted by the mention 
of Achilles and the minister, which are joined 
to then} ; but an allegory may be. allowed to 
stand less connected .with the literal meaning ; 
the interpretation not being so plainly pointed 
out, but (eft to our own refection. 
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HYPERBOLE consists in magnifying an 
object beyond its natural bounds. This fig- 
ure occurs very frequently in all languages, 
even in common conversation. As swift as the 
Wind ; as white as snow ; and our usual forms 
of compliment are in general extravagant hy- 
perboles. From habit, however, these exag- 
gerated expressions are seldom considered, as 
hyperbolical. ' " 

' Hyperboles are of two kinds ; such as are 
employed in description, or such as are sug- 
gested by passion. 'Those are far best which 
are the effect of passion j since it not only gives 
rise to the most daring figures, but often ren- v 
ders them just and natural. Hence, the follow- 
ing passage in Milton, though extremely hy- 
perbolical, contains nothing but what is natur- 
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al and proper. It exhibits the mind of Satan 
agitated by rage and despair. 
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Me miserable ! Which way shall I fly 
Infinite wl-atir, and infinite despair ? * ' 
Which way J fly j*heU ; myself aoi hell ; 
And in the lowest depth, a lower deep, ■ 
Still threat'ning to devour me, opens wide. 
To which the hell, I suffer, seems a heaven. 

In simple description, bjperboles must be 
employed With more caution. When ah earth- 
'quake or storm is described, or when bur 
imagination is carried into the midst of a' batti*, 
we can bear Strong hyperboles without dfoplea*- 
jSure. But, when only' a woman in grief is 
presented to our view, it is impossible not to be 
disgusted with such exaggeration, as the fol- 
lowing, in one of our dramatic poets $ 



•I found her on the floor 



In all the storm of grief, yet beautiful, 
Pouring forth tears at such a lavish rate. 
That, ware the world on fire,they might have drown'4 
The wrath of heaven, and quencb'd the mighty ruin-. 

This is mere bombast. The person herself, 
whb laboured under the distracting agitations of 
grief, might be permitted to express herself in 
strong hyperbole; but the spectator, who de- 
scribes her cannot be allowed equal liberty. 
The just boundary of this figure carinot be as- 
certaiiied by any precise rule. * Good sense antf 
ah accurate taste must ascertain the limit be* 
yond which, if it pass, it becomes extravagant. 
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PERSONIFICATION AND APOSTROPHE. 

« 

WE proceed now to those figures, which 
lie altogether in the thought, the words be- 
ing taken in their common and literal sense. 
We shall begin with personification, by which 
life and action are attributed to inanimate ob- 
jects* All poetry, even in its most humble form, 
abounds in this figure. From prose it is far 
from being excluded; nay, even in common 
conversation, frequent approaches are made to 
it. When we say, the earth thirsts for rain, or 
the fields smile with plenty ; when ambition is 
said to be restless, of a disease to be deceit/ ul ; 
such expressions show the facility with which 
the mind can accommodate the properties of 
living creatures to things inanimate, or ab- 
stract conceptions. 

There are three different degrees of this fig- 
ure ; which it is requisite to distinguish, in or- 
der to determine the propriety of its use. The 
first is, when some of the properties of living 
creatures are ascribed to- inanimate objects;, 
the second, when. those inanimate objects are 
described as acting like such as have life ; and 
the third,, when they are exhibited either as 
speaking to us,, ox as listening to what we say 
to'them. 

The first and lowest degree of this figure* 
which consists in ascribing to inanimate objects- 
some of the qualities of liviug creatures,, raises- 
the style so little, that the humblest discourse 
admits it without any force. Thus " a raging 
storm, a deceitful disease, a cruel disaster," are 
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familiar expressions. This indeed is so obscure 
a degree of personification, that it might per* 
haps be properly classed with simple metaphors, 
which almost escape our observation. 

The second degree of this figure is, when w6 
represent inanimate objects acting like those 
that have life. Here we rise a step higher, and 
Che personification becomes sensible. Accord- 
ing to the nature of the action which we ascribe 
to those inanimate objects, and to the particu- 
larity, with which we describe it, is the strength 
of the figure. When pursued to a considerable 
length, it belongs only to studied harangues ; 
when slightly touched, it may be admitted in- 
to less elevated compositions. Cicero, for ex- 
ample, speaking of the cases, where killing a 
man is lawful in self defence, uses the follow- 
ing expressions : " AHquando nobis gladius ad 
reddendum haminem ah ipsis pdrrigiiur legibw" 
Here the laws are beautifully personified, as 
reaching forth their hand, to give us a sword 
for putting a man to dearth 

In poetrr, personifications of this kind are 
extremely Sequent, and are indeed the life and 
soul of it. In the descriptions of a poet, who 
has a lively fancy, every thing is animated* 
Homer, the father of poetry, is remarkable for 
the use of this figure. War, peace, darts, rivers, 
every thing in short, is alive in his writings. 
The same is true of Milton and Shakespeare. 
No personification is more striking, or intro- 
duced on a more proper occasion, than the fol- 
lowing of Milton upon Eve's eating the forbid- 
den fruit ; 
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;^o saying; her rash hand in evil hour 
'Forth reaching to the fruit, the pluck*d, she ate ; 
Earth felt the wound, and nature from her seat, 
Sighing through all her works, gave signs of wo, 
Thai alt was lost. 

The third and highest degree of this .figure 
is yet to be mentioned; when inanimate ob- 
jects are represented, not only as feeling and 
acting, but as speaking to us, or listening, while 
we address them* This is the boldest of all 
rhetorical figures.; it is the style of strong pas- 
sion only; and therefore should never be at- 
tempted, except when the mind is considerably 
heated and agitated. Milton affords a v^ry beau- 
tiful example of this figure iu thai moving and 
.tender add cess w^ich Eve makes .to JParadise 
immediately before she is compelled to leave it. 

O, unexpected stroke, worse tbanof death ! 
Must I thus leave thee, Paradise? Thus leave 
Thee, native soil ; these happy walks and shades, 
Fit haunt of gods ; where I had hope to Bpend 
Quiet, though sad, the respite of that day, 
Which must be mortal to us both? O flowers, 
That never Will in other climate ,g row, 
My early visitation, and my test 
At eveu, which J bred up with tender hand 
From your first opening buds,and gave you names,, 
Who now shall rear you to the sun, or rank 
Your tribes, and water from the ambrosial fount? 

This is the real language of nature and of 
female passion. 

In the management of this sort of personi- 
fication two rules are to be observed. First, 
,nev«r attempt it, unless prompted by strong 
passion, and never continue ft when the passiop 
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begins to subside. The second rule is, never 
personify an object wbicb bas not some dignity 
in itself, and which is incapable of making a 
proper figure in the elevation to which we raise 
it. To address the body of a deceased friend is 
natural ; but to address the clothes which he 
wore, introduces low and degrading ideas. So 
likewise, addressing the several parts of the 
body, as if they were animated, is not agreeable 
to the dignity of passion. For this reason the 
following passage in Pope's Eloisa to Abelard is 
liable to censure. 

Dear fatal name, rest ever trarevealM, 
Nor pass these lips, in- holy silence seal'cT. 
- Hide it, my heart, witbin that close disguise, 
Where, mix'd with God's, hit lov'd idea lies ; 
O, write it not, my hand ;— his name appears 
Already written — blot it out, my tears. 

Here the name of Abelard is first personified y 
which, as the name of a person often stands for" 
the person himself} is exposed to no objection. 
Next, Eloisa personifies her own heart ; and, 
as the heart is a dignified part of the human 
frame, and is often put for the mind, this also 
may pass without censure. But, when she ad- 
dresses her hand, and tells it not to write his 
name, this is forced and unnatural. Yet the 
figure becomes still worse, when she exhorts 
ber tears to blot out, what her hand had written* 
The two last lines are indeed altogether unsuit- 
able to the tenderness, which breathes through 
the rest of that inimitable poem. 

Apostrophe is an address to a real person ; 
but one who is either absent or dead, as if be 
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; were present, and listening to us. This figure 
is in boldness a degree lower than personifica- 
tion ; since it requires less effort of imagination 
to suppose persons present, who are dead or ab- 
sent, than to animate insensible beings, and di- 
rect our discourse to them. The poems of Os- 
sian abound in beautiful instances of this figure. 
" Weep on the rocks of roaring winds, O Maid 
.of Inistore. Bend thy fair bead over the waves, 
thou fairer than the gbost of the hills, when it 
moves in a sun beam at noon over the $itence 
ofMorven. He is fallen. Thy youth is low ; 
pale beneath the sword of Cuchullin." 



COMPARISON, ANTITHESIS, INTERRO- 
GATION, EXCLAMATION, AND OTH3& 
FIGURES OP SPEECH. 

^COMPARISON, or simile is, when the 
resemblance between two objects is express- 
ed in form and usually pursued more fully than 
the nature of a metaphor admits. As when we 
say, " The actions of princes are like those 
great rivers, the course of which every one be- 
holds, but their springe have been seen by few." 
This short instancy will show that a happy- 
comparison is a sort qf sparkling ornament, 
which adds lustre and beauty to discourse. 

All comparisons may be reduced under two 
.heads ; explaining and embellishing comparisons. 
For, when a writer compares an object with any- 
other thing v it always is, or ought to be, with a 
.view to make us understand that object more 
clearly, or to render it more pleasing. Even 
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abstract reasoning admits explaining compari- 
sons. For instance, the distinction between the 
powers of sense and imagination is in Mr. Har* 
ris's Hermes illustrated by a simile ; " As wax,"" 
Says he, " would not be adequate to the pur- 
pose of signature, if it had not the power, to re- 
tain a* well its to receive the impression ; th$ 
same holds of the souF with respect to sense and 
imagination. Sense is its receptive power,and 
imagination its retentive. Had it sense without 
imagination, it would not be as wax, but as. 
water ; where, though all impressions be in- 
stantly made, yet as soon as they are madey 
they are lost." In comparisons of this kind, per- 
spicuity and usefulness are chiefly to be studied. 

But embellishing comparisons* are those* 
which most frequently occur. Resemblance,. 
it has been observed, «s the foundation of this, 
figure. Yet resemblance must not be taken, in, 
too strict a sense for actual similitude. Two- 
objects may raise a train of concordat) t ideas in 
the mind, though they resemble each other 
strictly speaking, to nothing. For example, to, 
describe the nature of soft and melancholly 
music, Ossian says, " The music of Carry 1 was. 
like the memory of joys that are past, pleasant 
sod mournful to the soul." This is bappy and 
delicate ; yet no kind of music bear,s any re- 
semblance to the memory of past joys. 

We shall now consider, when comparison 
may be introduced with propriety. Since they 
are the language of imagination, rather^ than of 
passion, an author can hardly commit a greater 
fault, than in the midst of passion to introduce a 
simile. Our writers of tragedies often err i& 
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ibis respect- Thus ^.ddison in bis Cato makes 
Portkis, just after Lucia had bid him farewell 
for ever, express himself in a studied compari- 
son. 

Thug o'er the dying lamp tjie unsteady flame 
Hangs quivering, on a point, leaps off by fits, 
And falls again, as loath (o quit its bold. 
Thou must not go ; my soul still hovers o'er fcfeee, 
And can't get loose. 

As comparison is not the style of strong pas- 
sion, so when designed for .embellishment, it is 
not the language of a mind totally x unmoved. 
Being a figure ofdignity,it always, requires some 
elevation in the subject, to make it .proper, ft 
^Supposes the imagination to be enlivened, though 
4he heart is not agitated by passion. Tjie lan- 
guage of simile lies in the middle region be- 
tween the highly pathetic and the very hum- 
ble styled It is however a sparkling ornament ; 
and must consequently dazzle and fatigue, if 
it recur too often. Similes even in poetry, 
should be employed with moderation ; but in 
.prose much more so ; otherwise the style will 
become disgustingly luscious, and the ornament 
lose its beauty and <$ffect. 

We shall now consider ,the nature of those ob- 
jects from which comparisons should be drawn. 

In the first place, they must not be drawn 
-from things, which have too near and obvious a 
^resemblance of the object, with which they are 
compared. The pleasure we receive from the 
act of comparing) arises from the discovery of 
jikenesses v among things of different species, 
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where we should not at first sight expect a re- 
semblance. 

But, in the second place, as comparisons 
blight not to be founded on likenesses too obvi- 
ous ; much less ought they to be founded on 
those, which are too faint and distant. These* 
ihstead of assisting, strain the fancy to compre- 
hend them* and throw fto light upon the subject. 

In the third place, the object, from which a 
compaiison is drawn, ought never to be an un- 
known object, nor one of which few people can 
have a Clear idea. Therefore 1 similes* founded 
oh philosophical discoveries, or on' any thing, 
with which persons of a particular trade only, 
or a particular profession, are acquainted, pro- 
duce not their proper effect. They -should be 
drawn from those illustrious and noted objects, 
Which most readers have either seen, or can 
strongly conceive. 

In the fourth place, in compositions of a seri- 
ous or elevated kind, similes should never be 
drawn from low or mean objects. These de- 
grade and vilify ; Whereas similes are general* 
ly intended to embellish and dignify. There- 
fore, except in burlesque writings, or where an 
object is meant to be degraded, mean ideas 
Should never bte presented. 

Antithesis isTounded bri the contrast Or 
opposition of two objects. By contrast, objects, 
opposed to each other, appear in a stronger 
light. Beauty, for instance never appears to 
tbarming as when contrasted with ugliness. 
Antithesis therefore may, on many occasions* 
be used advantageously, to strengthen the im- 
Jtession which we propose that any object 
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should make. Thus Cicero, in his oration for 
Mtto, representing the improbability of Milo's 
designing to takeaway the life of Clod ius, when 
every thing was unfavourable to such design, af- 
ter be bad omitted many opportunities of effect- 
ing such a purposes heightens our conviction of 

! this improbability by a skilful use of this figure. 

| '* Quern igitur cum omnium gratia inter/here no* 
Itrit ; kune voluit cum ediquorum querela 1 Quern 
jure, quern loco, quern tempore, quern impune, 
non est ausus > hunc injuria, iniquo loco, alieno 
tempore, perieulo capitis, non dubitavit occidere V 
Here the antithesis is rendered complete by 
the words and members of the sentence, ex- 
pressing the contrasted objects, being similarly 

; constructed, and made to correspond with each 

[ other. 

' We must however acknowledge that frequent 

use of antithesis, especially where the opposi- 
tion in the words is nice and quaint, is apt to 
make style unpleasing. A maxim or moral 
saying very properly receives this form ; be- 
cause it is supposed to be the effect of medita- 
tion, and is designed to be engraven on the 
memory, which recals it more easily by the aid 
of contrasted expressions. But, where several 
such sentences succeed each other ; where this 
is an author's favorite and prevailing mode of 
expression ; his style is exposed to c«rnsure. 

Ihterrogations and exclamations are pas- 
sionate figures. The literal use of interrogation 
is to ask a question ; but,when men are prompt- 
ed by passion, whatever they would affirm, or 
.. deny 'with great earnestness, they naturally 
put in the form of a question ; expressing there- 
h3 
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by the firmest confidence of the truth of their 
own opinion ; and appealing to their bearers for 
the impossibility of the contrary. Thus in scrip* 
ture ; " God is not a man, that he should lie ; 
nor the son of man, that he should repent. 
Hath he said it ? And shall he not do it ? Hath 
be spoken it ? And shall be not make it good ?" 

Interrogations may be employed in the pros- 
ecution of close and earnest reasonings ; but ex- 
clamations belong only to stronger emotions of 
the mind ; to surprise, anger, joy, grief, and 
the like. These, being natural signs of a mov- . 
ed and agitated mind, always, when properly 
employed, make us sympathize with those wbp 
jise them, and enter into their feelings. Noth- 
ing, however, has a worse effect, than frequent 
and unseaonable use of exclamations. Young, 
inexperienced writers suppose, that by pouring 
them forth plenteously they render their com* 
positions warm and animated. But the contra- 
ry follows ; they render them frigid to excess. 
When an author is always calling upon us to 
enter into transports, which he has said nothing 
to inspire, he excites our disgust and indig- 
nation. 

Another figure of speech, fit only for anima- 
ted composition, is called Vision ; when, in- ' 
atead of relating something, that is past, we use 
the present tense, and describe it, as if passing 
before our eyes. Thus Cicero, in his fourth 
oration against Catiline : " Videor enim mihi 
hanc urbem vidfire, lucetn orbis Urrarupi atque 
arcem omnium gentium, suhito unoincendio con- 
Qidenlum ; cerno ammo sepufta in patria miseros 
atyue in sepuhot aofrvn civium ; ner^atur mihi 
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$aitt ocufos a'specttos Cethegi, et Juror, in vtstrc 
cade bacchantis" This figure has great iorce 
when it is well executed, and when it flows 
from genuine enthusiasm. Otherwise, it shares 
the same fate with all feeble attempts towards 
passionate figures ; that of throwing ridicule 
upon the author, and leaving the reader more 
cool and uninterested than he was before. 

The last figure which we shall mention, and 
which is ot frequent use among ail public 
speakers, is Climax. It consists in an artful 
exaggeration of ajlthe circumstances {of some 
object or action, which we wish to place in a 
.strong light. It operates by a gradual rise of 
one circumstance above another, till our idea 
is raised to the highest pitch. We shall give 
an instance of this figure from a printed* plea- 
ding of a ^celebrated lawyer, in a charge to 
the jury in the -case of a woman, who was 
accused of murdering her own child. " Gen- 
tlemen, if one man had any how slain another; 
if an adversary had killed his oppose r ; or a 
woman occasioned the death of her enemy ; 
even these criminals would have been capitally 
punished by the Cornelian law. But, if this 
guiltless infant, who could make no enemy, 
had been murdered by its own nurse; what pun- 
ishment would not the mother have demanded ? 
With what cries and exclamations would she 
have stunned your ears ? What shall we say, 
then, when a woman, guilty of homicide ; a 
mother, of the murder of her innocent child, 
hath comprised all those misdeeds in one single 1 
crime ; a crime, in its own nature detestable ; 
in a woman prodigious ; in a mother incredible ; 
ind perpetrated against one, whose age called 
h4 
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for compassion ; whose near relation claimed 
affection ; and whose innocence deserved the 
highest favour?" Such regular climaxes, 
however, though they have great beauty, yet at 
the same time have the appearance of art and 
study ; and, therefore, though they may be 
admitted into formal harangues, yet they are 
not the language of passion, which seldom pro- 
ceeds by steps so regular. 



OENERAt CHARACTERS OF STYLE. 
DIFFUSE, CONCISE, FEEBLE, NER- 
VOUS, DRY, PLAIN, NEAT, ELEGANT, 
FLOWERY. 

THAT different subjects ought to be treated 
in different kinds of style, is a position 
60 obvious, that it requires no illustration* 
Every one knows, that treatises of phylosophy 
should not be composed in the same style with 
orations. It is equally apparent, that different 
parts of the same composition require a varia- 
tion in the style. Yet amid this variety, we still 
expect to find in the compositions of any one 
maa some degree of uniformity in manner ; we 
expecyo find some prevailing character of style 
impressed on all his writings, which will mark 
(lis peculiar genius and turp of mind. The 
oratipns in Livy differ considerably in style, as 
they ought to do, from the rest of his history. 
The same may be observed in those of Tacitus. 
Yet in the orations of both these historians, the 
distinguishing manner of each may be clearly 
raced ; the splendid fulness of the one, and 
»oe sententious brevity of the other. Wherever 
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tins is real genius, it prompts to one kind of 
style, rather than to another. Where this is 
wanting ; where there is no marked nor pecu- 
liar character in the compositions of an author ; 
we are apt to conclude, and not without cause, 
that he is a vulgar and trivial autbor,who writes 
from imitation, and not from the impulse of 
genius. 

One of the first and most obvious distinctions 
in style, arises from an author's expanding his 
thoughts more or less. This distinction forms, 
what are termed the diffuse and concise styles. 
A concise writer compresses bis ideas into the 
fewest words ; he employs none but the most 
expressive ; he lops off aJJ those which are not 
ajnaterial addition to the sense. Whatever 
ornament be admits, is adopted for the sake of. 
force, rather than of grace. The same though^ 
is never repeated. The utmost precision is 
studied in his sentences ; and they are gener- 
ally designed to suggest isor,e to the reader's 
imagination than they express. 

A diffuse writer unfolds hjs idea fully. He 
places it in a variety of lights, and gives the 
reader every possible assistance for understand- 
ing it completely, He is not very anxious to 
express, it at first in its full strength, because he 
intends repeating the impression ; and, what he 
w*ots in^trength, he endeavours to supply by 
copiousness. His periods naturally flow into 
some length, and., imping room for ornament of 
every kind, he gives it free admittance. 

Each of these styles has its peculiar advan- 
tages ; and each becomes faulty, wfcen carried 
r to the extreme. Of conciseness, carried as fax 
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as propriety will ahW» perhaps in some cases 
farther, Tacitus the historian, and Montesquieu 
in " l'Esprit de Loir" are remarkable exam- 
ples* Of a beautiful and magnificent diffuse* 
ness, Cicero is undoubtedly the noblest instance 
which can be given. Addison also and Sir 
William Temple may be ranked in the same 
class/ 

In determining when to adopt the concise, 
and when the diffuse manner, we must be guid- 
ed by the nature of the composition. Dis* 
courses that are to be spoken, require a more 
diffuse style than books, which are to be read. 
In written compositions a proper degreeof con- 
ciseness has great advantages; It is more" 
lively ; keeps up attention ; makes a stronger- 
impression on the mind ; and gratifies the 
reader by supplying more exercise to bis- 
thoughts. Description, when we wish to have 
it vivid and animated, sheuki be concise. Any 
redundant words ov circumstances encumber 
the fancy, and render the object we present to* 
it, conlused and- indistinct. The strength and 
vivacity of description, whether in prose or poe- 
try, depend much more upon a happy choice of 
one or two important circumstances, than upon 
the multiplication of them. When we desire 
to strike the fancy, or to move the heart, we 
should be concise ; when to inform the under- 
standing, which is more deliberate in its mo* 
tions, and wants the assistance of a guide, it is 
better to be full. Historical narration may be 
beautiful either in a concise or diffuse manner, 
according to the author's genius. Livy and 
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Herodotus are diffuse ; Thucydideft and Sallust 
are concise ; yet they are all agreeable. 

The nervous and the feeble are generally 
considered as characters of style of the same 
import with the concise and the diffuse. In- 
deed they frequently coincide 5 yet this does 
not always bold ; since there are instances of 
writers, who, in the midst of a full and ample 
style, have maintained a considerable degree of 
strength. Livy is an instance of the truth of 
this observation. The foundation ot a nervous 
or weak style is laid in an author's manner of 
thinking. If he conceive an object strongly, 
he will express it with energy ; but, if he have 
tin indistinct view ft his subject, it will clearly 
appear in his style. Unmeaning words and 
loose epithets will escape him ; his expressions 
will be vague arid general ; his arrangement 
indistinct ; and our conception of his meaning 
will be faint and confused. But a nervous 
writer, be his style concise or extended, gives 
us always a strong idea of bis meaning. His 
mind being full of his subject, bis words are al- 
ways expressive ; every phrase and every fig- 
ure renders the picture which he would set 
before us, more striking and complete. 

It must* however, be observed, that too great 
study of strength is apt to betray writers into a 
harsh manner. Harshness proceeds from un- 
common words, from forced inversions in the 
construction of a sentence, and from neglect of 
smoothness and ease. This is reckoned the 
fault of some of our earliest classics ; such, as 
Sir Walter Raleigh, Sir Francis Bacon, Hook- 
tr, Harrington, Cudworth, and other writers 0/ 
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considerable reputation in life days of Queen 
Elizabeth, James I. and Charles I. l These 
writers had nerves and strength in a high de- 
gree ; and are to this day distinguished by Ibis 
■quality in style. But the language in their 
hands was very different from what it is no#, 
and was indeed entirely formed upon the idiom 
and construction of the Latin in the arrange- 
ment of sentences. The present form of our 
language' has in some degree sacrificed the 
study of strength to that of ease and perspicuity. 
Our arrangement is less forcible, but more 
plain and natural ; and this is now considered 
as the genius of eur tongue. 
, Hitherto style has been considered under 
those characters which regard its expressive- 
ness of an author's meaning. We shall now 
consider it With respect to the degree of orna- 
ment employed to embellish it. Here the 
style of different authors seem to rise in the 
following gradation ; a dry, a plain, a neat, an 
elegant, a flowery manner. 

A dry manner excludes every kind of orna- 
ment. Content with being understood, it aims 
not to please either the fancy or the ear. This 
is tolerable only in pure didactic writing ; and 
even there, to make us bear it, great solidity of 
matter and entire perspicuity of language a&e 
required; 

A plain style rises one degree above a dry 
one. A writer of this character employs very 
little ornament of any kind, and rests almost en- 
tirely upon his sense. But, though he does 
not engage us by the arts of composition, be 
avoids disgusting us like a dry and a harsh 
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writer. Beside perspicuity, he observes pro- 
priety^ purity, and precision in his language/ 
which form no inconsiderable degree of beauty. 
(liveliness and force are also compatible with a 
plain style ; and therefore euch an author, if 
his sentiments be good, may be sufficiently 
Agreeable. The difference between a dry and at 
plain writer is this ; the former is incapable of 
ornament ; the latter goes not in pursuit of it. 
Of those, who have employed the plain style* 
l^ean Swift rs an eminent example. 

A neat style is next in order ; and here we 
axe advanced into the region of ornament ; but 
not of the most sparkling kind. A writer of 
this character sbows by bis attention to tb* 
choice of words, and to their graceful colloca- 
tion,, that be does not despise the beauty of 
language. His sentences are always free from 
the incumbrance of superfluous words ; of a 
moderate length ; inclining rather to brevity, 
than a swelling structure ; and closing with 
propriety. There- is variety in his cadence ; 
but no appearance of studied harmony. His 
figures, if he use any, are short and accurate, 
rather than bold and glowing. Such a style 
may be attained by a writer, whose powers of 
fancy or genius are not great, by industry and 
attention. This sort of style is not unsuitable 
to any subject whatever. A familiar epistle, 
or a law paper on the driest . subject, may be 
written wit^ neatness £ and a sermon., or a phi- 
losophical treatise in a neat style, is read with, 
satisfaction. 

An elegant style implies a higher degree of 
ornament than a neat one ; possessing all tfye 
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virtues of QfOaTOent without any of its excesses 
or defects. Complete elegance implies grea.t 
perspicuity and propriety ; purity in the choice 
of words ; and care and skill in their arrange- 
ment Jt implies farther the beauties of imagi. 
nation spread over style as far as the .subject 
permits ; and all the illustration which figura- 
tive language adds, when properly employed. 
An elegant writer in short, is one who delights 
the fancy and the ear, while he informs the un- 
derstanding ; who clothes his ideas in all .the 
•beauty of expression, but does not overload 
them with any of its misplaced finery. 

A florid style implies excess of ornament Iu 
ja young composer it is not only pardonable, 
but often a promising symptom. But, although 
it may be allowed to youth in their first essays, 
it must not receive the same indulgence from 
writers of more experience. Intyem judg- 
ment should chasten imagination, and Teject 
pvery ornament, which is unsuitable or redun- 
dant. That tinsel splendour of language, which 
some writers perpetually affect, is truly con- 
temptible. With such it is a luxuriancy of 
words, not of fancy. They forget that, unlesjs 
founded on good sense and solid thought, the 
most florid style is but a childish imposition oo 
the public. ' 



STYLE. SIMPLE, AFFECTED, VEHEMENT, 
DIRECTIONS FOR FORMING A PROF 1 - 
ER STYLE. 

SIMPLICITY, applied to writing, is a term 
very commonly used ; but, like many other 
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critical terms, often used without precision. 
Tbe different meanings of the word simplicity 
are the chief cause of this inaccuracy. It is 
therefore necessary to show, in what sense sim- 
plicity is a proper attribute of styfe. There are 
four different acceptations, in which this term 
is taken. 

The first is simplicity of composition, as op- 
posed to too great a variety of parts. This is 
the simplicity of plan in tragedy, as distinguish* 
ed from double plots and crowded incidents ; 
the simplicity of the Iliad in opposition to the 
disgressions of Lucan ; the simplicity of Grecian 
architecture in opposition to the irregular vari- 
ety of the Gothic. Simplicity in tins sense is 
the same with unity. 

The second sense is simplicity of thought in 
opposition to refinement. Simple thoughts are 
those which flow naturally ; which are sug- 
gested by the subject or occasion ; and which, 
when once suggested, are easily understood by 
all. Refinement in writing means a less ob- 
vious and natural train of thought, which, when 
carried too far, approaches to intricacy, and 
displeases us by the appearance of being far 
sought. Thus Paine 11 is a poet of much great- 
er simplicity in his turn of thought than Cow- 
ley. In these two senses simplicity has no re- 
lation to style. 

The third sense of simplicity regards style, 
and is opposed to too much ornament, or pomp 
of language. Thus we say Mr. Locke is a 
simple, Mr. Hervey a florid writer. A simple 
style, in this sense, coincides with a plain or 
neat style. 
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The fourth sense of simplicity also respeei* 
style ; but it regards not so much the degree 
af ornament employed, as the easy and natural 
manner, in which our language expresses our' 
thoughts. In this sense simplicity is com- 
patible with the highest ornament. Homer, 
for example, possesses this simplicity in the 
greatest perfection ; and yet no writer has more 
ornament and beauty. This simplicity is op- 
posed not to ornament, but to affectation of or- 
nament ; and is 3 superior excellence in com- 
position 

A simple writer has no marks of art in his 
expression ; it appears the very language of 
.nature. We see not the writer and his labour, 
but the man in his own natural character. He 
may be rich in expression ; he may be full of 
jSgures and of fancy ; but these flow from him 
without effort ; and he seems to write in this 
manner, not because he had studied it, but 
because it is the mode of expression most nat- 
ural to him. With this character of style a 
certain degree of negligence is pot inconsistent; 
for too accurate an attention to words is foreign 
to it. Simplicity of style, like simplicity of 
manners, shows a man's sentiments and turn of 
mind without disguise. A more studied and 
artificial mode of writ rug, however beautiful, 
has always this disadvantage, that it exhibits an 
author in ibrm, like a man at court, where 
splendour of dress and the ceremonial of be- 
haviour conceal those peculiarities, which dis- 
tinguish one man from another. But reading 
&n author of simplicity is like conversing with 
a person of rank at home and with ease, where 
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we see bis natural manners and his real char- 
acter. 

With regard to simplicity in general, we 
may observe, that the ancient original writers 
are always most eminent for it. This proceeds 
from a very obvious cause ; they wrote from 
the dictates of genius, and were not formed 
.upon the labours and writings of others. 

Of affectation, which is opposed to simplicity 
of style, we have a- remarkable example in 
Lord Sbaftesbuiy. Though an author of con- 
siderable merit, he expresses nothing with 
simplicity. He seems to have thought it 
vulgar and beneath the dignity of a man of 
quality to speak like other men. Hence|be is 
.even in buskins ; full of circumlocutions and 
artificiaTelegance. In every r sntence we ste 
marks of labour and art ; nothing of that ease 
which expresses a sentiment coming natural 
and warm from the heart. He abounds with fig- 
ures and ornament of every kind ; is sometimes 
happy in them ; but hrs fondness for them 
is too visible ; and, having once seized some 
metaphor or allusion, that pleased him, he 
knows not how to part with it. He possessed 
delicacy and refinement of taste in a degree 
that may be called excessive and sickly ; but he 
had little warmth of passion ; and the coldness 
of his character suggested that artificial and 
stately manner, which appears in his writings. 
No author is more dangerous to the tribe of 
imitators than Shaftesbury ; who amid several 
very considerable blemishes, has many dazzling 
and imposing beauties. 

ft is very possible, however, for an author to 
write with simplicity, and yet without beauty* 
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He may be free from affectation, and not hare 
merit. Beautiful simplicity supposes an author 
to possess real genius , and to write with solid- 
ity, purity, and brilliancy of imagination-. In 
this case, the simplicity of his manner is the 
crowning ornament ; it heightens every other 
beauty ; it is the dress of nature, without which 
all beauties are imperfect. But, if mere absence 
of affectation were sufficient to constitute beauty 
of style, weak and dull writers might often lay 
claim to it. A distinction therefore must be 
made between that simplicity which accompa- 
nies true genius and is entirely compatible with 
every proper ornament of style * f and that which 
is the effect of carelessness. 

Another character of style, different from 
those already mentioned is vehemence. This 
always implies strength ; and is not in any re* 
spect incompatible with simplicity. It is dis- 
tinguished by a peculiar ardour ; it is the Ian* 
guage of a man, whose imagination and passions 
are glowing and impetuous ; who, neglecting 
inferior graces, pours himself forth with the 
rapidity and fulness of a torrent. This be- 
longs to the higher kinds of oratory ; and is ra* 
ther expected from a man who is speaking, 
than from one who is writing in his closet. 
Demosthenes is the most full and perfect exam- 
ple of this kind of style. 

Having explained the different characters of 
style, we shall conclude our observations with 
a few directions for attaining a good style in 
general* 

The first direction is, study clear ideas of the 
subject, on which you are to write or speak- 
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0baXyrt conceive clearly and feel strongly, we 
naturally express with clearness and strength. 
^We should therefore think closely on the sub- 
ject* till we have attained a full and distinct 
view of the matter which we are to clothe in 
words ; till we become warm and interested in 
it ; then, and then only, shall we find expres- 
sion begin to flow. 

Secondly, to the acquisition of a gpod style, 
frequency of composing is indispensably neces- 
sary. But it is not every kind of composing that 
'will improve style. By a careless and hasty 
habit of writing, a bad style will be acquired ; 
more trouble will afterwards be necessary to un- 
learn faults, than to become acquainted with the 
rudiments of composition. In the beginning 
therefore we ought to write slowly and with 
much care. Facility and speed are the fruit of 
practice. We must be cautious, however, not 
to retard the course of thought, nor cool the ar- 
dour of imagination, by pausing too long on 
tveiy word. ~ On certain occasions a glow of 
composition must be kept up, if we hope to ex- 
press ourselves happily, though at the expense 
Of some inaccuracies. A more severe exami- 
nation must be the work of correction. What 
we have written should belaid by some time, 
till the ardour of composition be past ; till par- 
tiality for our expressions be weakened, and the 
expressions themselves be forgotten ; and then, 
reviewing our work with a cool and critical eye 
as if it were the performance of another, we 
shall discover many imperfections which at 
first escaped us. 

Thirdly, acquaintance with the style of the 
best authors is peculiarly requisite. Hence a 
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just taste will be formed, and a copious fund of 
words supplied on every subject. No exercise 
perhaps will be found more useful for acquiring 
a proper style, than translating some passage 
from an eminent author into our own words. 
Thus to take, for instance, a page of one of Ad- 
dison's Spectators/ and read it attentively two 
or three times, till we are in full possession ofthe 
thoughts it contains \ then to lay aside the book ; 
to endeavour to write out the passage from' 
memory as well as we can; and then to compare 
what we have written with the style of the au- 
thor. Such an exercise will shew us our de- 
fects ; will teach us to correct them ; and from 
the variety of expression which it will exhibit, 
will conduct us to that which is most beautiful. 

Fourthly, caution must be used against ser- 
vile imitation of any author whatever. Desire 
of imitating hampers genius,and generally pro- 
duces stiffness of expression. They, who fol- 
low an author closely,commonly copy his faults 
as well as his beauties. No one will ever be- 
come a good writer or speaker, who has not 
sonie confidence in his own genius. We ought 
carefully to avoid using any author's peculiar 
phrases, and of transcribing passages from him. 
Such a habit will be fatal to all genuine compo- 
sition. It is much better to have something of 
our own, though of moderate beauty, than to 
shine in borrowed ornaments, which will at 
last betray the poverty of our genius. 

Fifthly, always adapt your style to the sub- 
ject, and likewise to the capacity of your hear- 
ers, if you are to speak in public. To attempt 
a poetical style, when it should be our business 
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frtily to reason, is in the highest degree awk- 
ward and absurd. To speak with elaborate 
pomp of words before those who cannot com* 
prebend them, is equally ridiculous. When 
we are to write or speak, we should previously 
fix in our minds a clear idea of the end aimed 
at ; keep this steadily in view, and adapt , our 
style to it. 

Lastly, let not attention to style engross ui 
so much, as to prevent a higher degree of atten- 
tion to the thoughts. This rule is more ne^ 
cessary, since the present taste of the age is 
directed more to style than thought. It is, 
much more easy to dress up trifling and com- 
mon thoughts with some beauty of expression, 
than to afford a fund of vigorous, ingenious, and 
useful sentiments. The latter requires genius ; 
theformer may be attained by industry. Hence 
the crowd of writers who are rich in style, but 
poor in sen.time.nt. Custom obliges us to be 
attentive, to the ornaments of style, if we wish 
pur labours to be read and admired. But, he is 
a contemptible writer, who looks not beyond 
the dress of language ; who lays not the chief 
stress upon bis matter, and employs not such, 
ornaments of style to recommend it, as are. 
manly, not foppish. 

CRITICAL EXAMINATION OF Ma. ADDI* 
SON'S STYLE IN No. 411 OF THE SPECTA- 
TOR. 

HAVING fully insisted on the subject of lan- 
guage, we shall now commence a critical anal- 
ysis of the style of some good author. This 
will suggest observations, which we have n?t. 
i2 
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hitherto had occasion to make, and will show in 
a practical light the use of those which have 
been made. 

Mr. Addison, though one of the most beauti- 
ful writers in our language, is not the most cor- 
rect ; a circumstance which makes his composi- 
tion a proper subject of criticism. We proceed 
therefore to examine No. 411, the first of bis 
celebrated essays on the pleasures of the imag- 
ination, in the sixth volume of the Spectator. 
It begins thus : 

Our sight is the most perfect, and most delight- 
ful of all our senses. 

This sentence is clear, precise, and simple. 
The author in a few plain words lays down the 
proposition, which he is going to illustrate. 
A first sentence should seldom be long, an^ 
never intricate. 

He might have said, our sight is (lie most 
perfect and the mott delightful. But in omitting 
to repeat the particle the, he has been more ju- 
dicious ; for, as between perfect and delightful 
there is no contrast, such a repetition is unne- 
cessary. He proceeds : 

It fills the mind with the largest variety of 
ideas, converses with its objects at the greatest 
distance, and continues the longest in action, with- 
out being tired or satiated with its proper enjoy~ 
went*. 

This sentence is remarkably harmonious, and 
well constructed. It is entirely perspicuous. 
It is loaded with no unnecessary words. That 
quality of a good sentence, which we termed its 
unity, is here perfectly preserved. The mem- 
bers of it a)so grow, and rise above each other 
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in sound, till it is conducted to one of the most 
harmonious closes which our language admits, 
It is moreover figurative without being too 
much so for the subject. There is no fault in it 
whatever, except this, the epithet large, which 
he applies to variety ^ is more commonly appli- 
ed to extent than to number. It is plain, how- 
ever, that he employed it to avoid the repetition 
of the word great, which occurs immediately 
afterward. 

The sense of feeling can, indeed, give us a no- 
tion of extension, shape, and all other ideas that 
enter at the eye, except colours; but, at the 
same time, it is very much straitened and confin- 
ed in Us operations, to the number, bulk, and 
distance of its particular objects. But is not 
every sense confined as much as the sense of 
feeling, to the number, bulk, and distance of 
its own objects ? The turn of expression is also 
very inaccurate, requiring the two words with 
regard, to be inserted after the word operations, 
in order to make the sense clear and intelligible. 
The epithet particular seems to be used instead 
of peculiar ; but these words, though often con- 
founded, are of very different import. Particu- 
lar is opposed to general ; peculiar stands oppos- 
ed to what is possessed in common with others. 

Our sight seems designed to supply all these 
defects, and may be considered as a more delicate 
.and diffusive kind of touch, that spreads itself 
fyver an infinite multitude of bodies, comprehends 
,the largest figures, and brings into our reach 
some of the mest remote parts of Hu universe. 

This sentence is perspicuous, graceful, well 
arranged, and highly musical. Its construction 
i 3 
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is so similar to that of the secopd sentence, that, 
•had it immediately succeeded it, the ear would 
have been sensible of a faulty monotony. But 
the interposition of a period prevents this effect. 

It is this sense which furnishes the imagination 
with its ideas ; so that, by the pleasures of the im- 
agination or fancy (which I shall use promiscu- 
ously) I here mean such as arise from visible ob- 
jects, either when we have them actually in our 
view, or when we call up their ideas into our 
minds by paintings, statues, descriptions, or any 
the like occasion. 

The parenthesis in the middle of this sentence 
is not clear. It should have been, terms which 
I shall use promiscuously ; since the verb use 
does not relate to the pleasures of the imagina- 
tion, but to the terms, fancy and imagination, 
which were meant to be synonymous. To call a 
painting or a statue an occasion is not accurate ; 
nor is it very proper to speak of calling up ideas 
by occasions. The common phrase, any such 
means, would have been more natural. 

We cannot indeed have a single image in the 
fancy, that did not make its first entrance through 
the sight; but we have the power of retaining, 
altering, and compounding those images which 
we have once received, into all the varieties of 
picture and vision, that are most agreeable to 
the imagination ; for, by this faculty, a man in a 
dungeon is capable of entertaining himself wiih 
scenes and landscapes more beautiful than any 
that can be found in the whole compass of nature. 

fn one member of this sentence there is an 
inaccuracy in syntax. It is proper to say, alter? 
ing and compounding those images which we have 
once received, into all the varieties of picture an$ 
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xnsio». But we cannot with propriety say, re- 
taining them into all the varieties ; yet the ar- 
rangement requires this construction. This. 
error might have been avoided by arranging the 
passage in the following manner : " We have 
the power of retaining those images which we 
have once received ; and of altering and com* 
pounding them into all the varieties of picture 
and vision." The latter part of the sentence is 
clear and elegant. 

There are few words in the English language, 
which are employed in a more loose and uncir- 
eumscribed sense than those of thejancy and the 
imagination. 

Except when some assertion of consequence 
is advanced, these little words it is and there 
are, ought to be avoided, as redundant and en- 
feebling. The two first wards of this sentence 
therefore should nave been omitted. The ar- 
ticle prefixed to fancy and imagination ought al- 
so to have been omitted, since be does not mean 
the powers of the Jancy and the imaginationjbv^ 
the words only. The sentence should have run 
thus : " Few words in the English language- 
are employed in a more loose and uncircum- 
scribed sense than faacy and imagination." 

I therefore thought it necessary to fix and de- 
termine the notion of these two words, as J intend 
to make. use of them in the thread of my following 
speculations, that the reader may conceive rightly 
what is the subject which I proeeed upon. 

The words Jfc and determine* though they 
may appear so are not synonymous. , We fix y 
what is loose ; we determine, what is uncircum* 
scribed. They may be viewed, therefore, ajs 
applied here with peculiar delicacy. 
i4 
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The notion *f these words is rather harsh ^ and 
is not so commonly used, as the meaning of 
these words. As I intend to make use of them in 
the thread of my speculations is evidently fauhy. 
A sort of metaphor, is improperly mixed with 
words in their literal sense. The subject which 
I proceed upon is an ungraceful close of a sen- 
tence ; it should have been, the subject upon 
which I proceed. 

I must therefore desire Mm to remember, that, 
by the pleasure of imagination, 1 mean only such 
pleasures as arise originally from sight, and that 
I divide these pleasures tnto two kinds. 

This sentence begins in a manner too simi- 
lar to the preceding. / mean only such plea* 
sures— *the adverb only is not in its properplace. 
it is net intended here to qualify the verb mean, 
but such pleasures ; and ought therefore to be 
placed immediately after the latter. 

My design being, first of all, to discourse of 
those primary pleasures of the imagination, which 
entirely proceed from such objects as are before 
our eyes ; and, in the next place, to speak of 
those secondary pleasures of the imagination, 
which flow from tile ideas of visible objects, when 
the objects are not actually before the eye, but 
are called up into our memories, or formed tnt* 
agreeable visions of things, that are either absent 
or fictitious. 

Neatness and brevity are peculiarly requisite 
in the division of a subject. This sentence is 
somewhat clogged by a tedious phraseology. 
My design being, first of all to discourse — in the 
next place to speak of— such objects as are before 
ottr eyes — things that are either absent orjicti- 
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*ious. Several words might Jiave been omitted, 
and (be style made more neat and compact. 

T\\£ pleasure* of the imagination, taken in their 
jtdl extent, are not so gross as those of sense, nor 
so refined as those of the understanding. 

This sentence is clear and elegant. 

The last are indeed more* preferable, because 
they are founded on some new knowledge or im- 
provement in the mind of man; yet %t must he 
confessed^ that those of the imagination are as 
great and as transporting as the other. 

The phrase, more preferable* is so palpable 
an inaccuracy, that we wonder bow it could es- 
xape the observation of Mr. Addison. The prop- 
xwition, contained in the last member of this sen- 
tence, is neither clearly nor elegantly expresea". 
It must be confessed, thai those of the imagina- 
tion are as great and as transporting as the other* 
In the beginning of this sentence he had called 
the pleasures of the understanding the last; an*! 
he concludes with observing, that those of 
the imagination are as great and transporting 
as the other. Beside th^t tht other makes not a 
proper contrast with the last, it is Left doubtful 
whether by the other are meant the pleasures of 
the understanding, or. the pleasures .of .sense ; 
though without .doubt it jvas intended to .refer 
to the pleasures of the understanding only. 

A beautiful prospect delights tye soul as much 
as a demonstration ; and a description in Homer 
has .charmed more readers than a chapter in 
Aristotle 

This is a good illustration of what he hajl 
.been asserting, and is expressed with that ele- 
gance, by which Mr. Addison is distinguished* 
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Besides, the pleasures of the imagination have 
this advantage above those of tht understanding, 
that they are more obvious, and more easy to be 
acquired. 

This sentence is unexceptionable. 
/( is but opening the eye, and the scene enleri. 
Though this is lively and picturesque, yet we 
must remark a small inaccuracy. A scene can- 
not be said to enter ; an actor enters ; but 3 
scene appears or presents itself. 

The colours paint themselves on the fancy, with 
very little attention if thought or application of 
mind in the beholder. 

This is beautiful and elegant, and well suited 
to those pressures of the imagination or which 
S- 

•e know not how, with the 
\g we see ; and immediately 
fan object, without inquir- 
ir causes and occasions of it. 
truth of a proposition ; but 
_ , [y be said to ossein to the 
beauty of an object. In tke conclusion, particu- 
lar, and occasions are superfluous words ; and 
Ibe pronoun it is in some measure ambiguous. 

-A man of a polite imagination is let into a greet 
many pleasures that tht vulgar are not capable of 
receiving. 

The term polite is oftener applied to man- 
ners, than (o (he imagination. The use of that 
instead ot which is too common with Mr. Addi- 
son. Except in cases, where it is necessary to 
avoid repetition, which is preferable to that, 
and is undoubtedly so tn the present instance. 
He can converse with apkture, andfindan 
agreeable companion in a statue. He mtetswith 
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« secret refreshment in a description ; and often, 
feels a greater satisfadim in the prospect nffieldt 
and meadows, than another doet in the possession. 
It gives him, indeed, a kin3 of property in every 
iking he sees ; and makes the most rude uncutti- 
iated parts of nature administer to his pleasures ; 
40 that he looks upon the world, as it were, in 
another light, and discovers in it a multitude of 
charms that conceal themselves from the general- 
ity of mankind. 

This sentence is easy, flowing, and harmoni- 
ous. We must, however, observes slight in- 
accuracy. It gives him a kind of property — to 
this it there is no antecedent in the whole para- 
graph. Todiscover its conr 
look back to the third sentence 
begins with a man of a polite in 
phrase, polite imagination, is 1 
ent to which it can refer ; and 
proper antecedent, since itsU 
tive case as the qualification c 

There are, indeed, but very few mho know how 
to be idle and innocent, or have a relith of any 
pleasures that are not criminal ; every diversion 
they take, is at the expense ofsomeone virtueor 
another, and their very first step out of business 
is into vice or folly. 

This sentence is truly elegant, musical and 

A man should endeavour, therefore, to make 
the sphere of his innocent pleasures as wide as 
possible, that he may retire into them with safety,' 
and find in them such a satisfaction as a wise man 
would not blush to take. 

This also is a good sentence and exposed to 
no objection. 
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Of this nature are those of the imagination 
which do not require such a bent of thought as w 
necessary to our more serious employments : nor, 
at the same time, suffer the mind to sink into that 
indolence and rendssness,which are apt to accom- 
pany our more sensual delights \ but like a gentle 
exercise, to the/acuities, awaken* them from sloth, 
and idleness., without putting them upon any la-, 
hpur or difficulty. 

The beginning of this sentence is incorrect. 
Of this nature, says be, are those of die imagina- 
tion. It might be asked, of what nature ? For 
the preceding sentence had not described the. 
nature of any class of pleasures. He had said 
that it was ever/ man's duty to make the sphere, 
of his innocent pleasures as extensive, as possi- 
ble, that within this sphere he might find a safe, 
retreat and laudable satisfaction. The transi- 
tion therefore is loosely made. It would have, 
been better, if he had saijd, " this advantage we. 
gain," or " this satisfaction we enjoys" by 
means of the pleasures of the imagination. s The 
rest of the sentence is correct. \ 

We might here add, that the pleasures of ttye^ 
fancy, are ntore conducive to health than those < 
the understanding, which are worked out by dii 
qf thinking; and attended witli too violent a labou\ 
of the brain. 

Worked out by dint of thinking is a phrase, [ 
which borders too nearly on the style of com-' v 
mon conversation, to be admitted into polished 
composition. 

Delightful scenes, whether in nature, painting, 
*r poetry, have a kindly influence on the body, as 
tytll as the mind, and not only serve to elear and} 
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brighten the imagination, but are able to disperse 
grief and melancholy, and to set the animal spirits 
in pleasing and agreeable motions. For this 
reason Sir Francis Bacon, in his Essay upon 
Health., has not thought it improper to prescribe 
to his reader a poem or a prospect, where he par- 
ticularly dissuades him from knotty and subtile 
disquisitions, and advises him to pursue studies 
that Jill the mind with splendid and illustrious 
objects, as histories, fables, and contemplations 
of nature. 

lu the latter of these two periods a member 
is out of its place. Where he particularly dis- 
suades himfrom knotty and subtile disquisitions 
ought to precede hen not thought it improper to 
prescribe, fyc. 

■ I have in this paper, by way of introduciion, 
settled tJie motUn of those pleasures of the imagi- 
nation, which are the subject of my present under- 
taking, and endeavoured by several considerations 
to recommend to my readers the pursuit of those 
pleasures; I shall in my next paper examine the 
several sources J rom whence these pleasures are 
derived. 

These two concluding sentences furnish ex- 
amples of proper collocation of circumstances. 
We formerly showed that it is difficult so to 
dispose them, as not to embarrass the principal 
subject. Had the following incidental circum- 
stauces, by way of introduction — by several con* 
siderations — in this paper— in the next paper, 
been placed in any other situation,the sentence 
would have been neither so oeat, nor so clear, 
as it is on the present construction. ' ' . 
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eloquence, origin of eloqjjepce. 
Grecian eloquence, demosthenes; 

ELOQUENCE is the art of persuasion. Its 
fabst essential requisites are solid argument, 
clear method, and an appearance of sincerity in 
the speaker 1 ,' with such graces of style and ut- 
terance, as command attention/ pood sense 
must be its" foundation. Without this, no man 
can be truly eloquent ; since fools* can persuade 
ilOne, but fools. ' Before we cap persuade a map 
of sense, we mus* convince him. Convincing 
and persuading, though sometimes confounded, 
are of very different import. Conviction affects 
the understanding only; persuasion the wilt 
and the practice. It is .the business of a phi- 
losopher to convince us of truth ; it is that of 
an orator to persuade us to act conformably to 
it by engaging out affections in its favour. 
Conviction is, however, bur avenue to the heart 
and it id that which an orator must first attempt 
to gain ; for no persuasion cab be stable, which 
is not founded on conviction. ' ' But the orator 
bust not be satisfied With convincing ; be must 
address himself to the passions ; he must paint 
iothe fancy, and touch the heart." Hence, be- 
side solid argdment and clear method, all the 
conciliating and' interesting arts of composition 
and pronunciation enter into the idea of elo-^ 
quence. 

Eloquence may be considered, as consisting 
of three kinds or degrees. The first and low- 
est is that which aims only to please the hearers, 
puch in general is the eloquence of panegyrics, 
inaugural orations, addresses to great men, and 
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ether harangues of this kind. This ornamen- 
tal sort of composition may innocently amuse 
and entertain the mind ; and may be mixed 
at the same time with very useful sentiments. 
But it must be acknowledged, that, where the 
speaker aims only to shine and to please, there 
is great danger of art being strained into osten* 
tation, and of the composition becoming tire- 
some and insipid. 

The second degree of eloquence is, when the 
speaker aims, not merely to please, but also to 
inform, to instruct, to convince ; when his art is 
employed in removing prejudices against him- 
self and his course ; in selecting the most prop- 
er arguments, stating them with the greatest 
force, arranging them in the best order, ex- 
pressing and delivering them with propriety 
and beauty ; thereby disposing us to pass that 
judgment, or favour that side of the cause, to 
which he seeks to bring us. Within this de- 
gree chiefly is employed the eloquence of the 
bar. 

The third and highest degree of eloquence 
is that by which we are not only convinced, but 
interested, and agitated, and carried along with 
the speaker ; our passions rise with his ; we 
share all bis emotions ; we love, we bate, we 
resent as he inspires us ; and are prompted te 
resolve, or to act, with vigor and warmth. 
Debate in popular assemblies opens the most 
extensive field to this species of eloquence ; 
and the pulpit also admits it. 

This high species of eloquence is always the 
offspring of passion. By passion we mean 
that state of mind in which it is agitated an4 
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fired by some object in view. Hence the uni- 
versally acknowledged power of enthusiasm in 
public speakers for affecting tbejr audience. 
Hence all studied declamations and laboured 
ornaments of style, which show the mind to be 
cool and unmoved, are inconsistent with persua- 
sive eloquence Hence every kind of affectation 
jn gesture and pronunciation detracts so much 
fromfthe weight of a speaker. Hence the 
necessity of being, and of being believed to be, 
disinterested and in earnest, in order to per- 
suade. 

In tracing the origin of eloquence it is not 
necessary to go far back into the early ages 
of the world, to search for it among the mon- 
uments of eastern or Egyptian antiquity. In 
those ages, it is true, there was a certain kind 
of eloquence ; but it is more nearly allied to 
poetry, than to what we properly call oratory. 
While the intercourse of men was infrequent, 
and force was the principal mean employed in 
deciding controversies, the arts of oratory and 
persuasion, of reasoning and debate, could be 
little known. The first empires were of the 
despotic kind. A single person, or at most, a 
few, held the reins of government. The mul- 
titude were accustomed to blind obedience ; 
they were driven, not persuaded. Consequently 
none of those refinements of society, which . 
make public speaking an object of importance, 
were introduced. 

Before the rise of the Grecian republics, we 
perceive no remarkable appearances of elo- 
quence^ the art of persuasion ; and these gave 
it such a field, as it never had before, and per- 



Grecian Eloquence, 145 

baps has never bad again since that time. 
<srreece was divided into many little states. 
These were governed at first by kings ; who 
being for their tyranny successively expelled 
from their dominions, there sprung up a multi- 
tude of democratical governments, founded 
nearly upon the same plan, animated by the 
same high spirit of freedom, mutually jealous, 
and rivals of each other. Among these Athens 
was most noted for aits of every kind, but es- 
pecially for eloquence. We shall pass over the 
orators, who flourished in the early period of 
this republic, and take a .view of the great De- 
mosthenes, in whom .eloquence shone with un- 
rivalled .splendour. Not formed by nature 
either to please or persuade, he struggled with, 
and surmounted, the most formidable impedi- 
ments. He shut himself up in a cave, that he 
isigbt study with less distraction. He declaim- 
ed by the sea shore, that be might be used to 
the noise of a tumultuous assembly •; and, with 
pebbles in his mouth, that he might correct a 
Defect in his speech. He practised at home 
with a naked sword hanging over his shoulder, 
that he might check an ungraceful motion, 
Xo which he was subject. Hence the example 
of this great man affords the highest encour- 
agement toevery student of eloquence ; since 
it shows how far art and application availed 
for acquiring an excellence, which nature ap- 
peared willing to deny. 

No orator had ever a finer field than Demos- 
thenes in bis Olynthiacs and Philippics, which 
are his capital orations ; and undoubtedly to 
the greatness of the subject,and to that integrity 

* 
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and public spirit, which breathe in them, they 
owe much of their merit. The object is to 
rouse the indignation of his countrymen against 
Philip of Maiedon, the public enemy of the 
liberties of Greece ; and to guard • them 
against the insidious measures, by which 
that crafty prince endeavoured to lay them 
asleep to danger. To attain this end, we see 
bim using every proper mean, to animate a peo- 
ple, distinguished by justice, humanity, and val- 
or ; but in many instances become corrupt and 
degenerate. He boldly accuses them of venal- 
ity, indolence, and indifference to the public 
cause ; while at the same time he reminds 
them of the glory of their ancestors, and of 
their present resources. His cotemporary ora- 
tors, who were bribed by Philip, and persuaded 
the people to peace, he openly reproaches, as 
traitors to their country. He not only prompts 
to vigorous measures, but lays down the plan 
of execution. His orations are strongly anima- 
ted, and full of the impetuosity and fire of pub- 
lic spirit. His composition is not distinguished 
by ornament and splendor. It is energy of 
thought, peculiarly his own, which forms his 
character, and sets him above all others. He 
seems not to attend to words, but to things. 
We forget the orator, and think of the subject* 
He has no parade ; no studied introductions ; 
"but is like a* man full of his subject, who, after 
preparing his audience by a sentence or two 
forbearing plain truths, enters directly on bu- 
siness. 

The style of Demosthenes is strong and con - 
cisc ; though sometimes harsh and abrupt. H is 
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words are very expressive, arid his arrangement 
firm and manly. Negligent of little graces, he 
aims at that sublime, which lies in sentiment 
His action and pronunciation were uncommon- 
ly vehement and ardent. His character is of 
|he austere, rather than of the gentle kind. 
He is always grave, serious, passionate : never 
degrading himself, nor attempting any thing like 
pleasantry. If his admirable eloquence be in 
any respect faulty, it is in this, he sometimes 
borders on the hard and dry. He may be 
thought to want smoothness and grace ; which 
is attributed to his imitating too closely the 
manner of Thucydides, who was bis great mod* 
el for style, and whose history he transcribed 
..eight times with his own hand. But these de- 
fects are more than compensated by that mas- 
terly force of masculine eloquence, which, as it 
overpowered all who heard it, cannot in the 
present day be read without emotion. 



EOMAN ELOQUENCE. CICEBO. MODr 
ERN ELOaUENCE. 

IJaVINQ treated of eloquence among the 
Greeks, we now proceed to consider its prog- 
ress among the Romans ; where we shall find one 
model at least of eloquence in its most splendid 
form. The Romans derived their eloquence, 
poetry, and learning, from the Greeks, and 
were far inferior to them ip genius for all these 
accomplishments. They bad neither their vi- 
vacity, nor sensibility ; their passions were not 
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ao easily moved, nor their conceptions so lively, 
m comparison with them they were a phlegmat- 
ic people. Their language resembled their 
character ; it wa6 regular, firm and stately ; but 
wanted that expressive simplicity, that flexibil- 
ity to suit every different species of composition,. 
by which the Greek tongue is peculiarly dis- 
tinguished. Hence we always find in Greek 
productions mope native genius ; in Roman* 
more regularity and ant. 

A» the Roman government, during the re- 
public, was of the popular kind, public speak- 
ing early became the mean of acquiring powec 
and. distinction. But in the unpolished times 
of the state, their speaking hardly deserved the 
name of eloquence. It was hot a short time be- 
fore the age of Cicero, that the Roman orators 
rose into, any reputation. Crassus and Antonir 
us seem to have been the most eminent ; but 
as none of their works are extant, nor any of, 
Hortensius's, who was Cicero's rival at the bar', 
it is not necessary to transcribe what Cicero, 
said of them, and of the character of their elo- 
quence. 

The object most worthy of our attention, is 
Cicero himself; whose name alone suggests 
every thing splendid in oratory. With bis life 
and character in other respects, we are not at 
present concerned. We shall view him only 
as an eloquent speaker ; and endeavour to mark 
both his virtues and defects. His virtues, are- 
eminently great In all his orations art is con- 
spicuous, tie begins commonly with a regulac 
exordium, and with much address, prepossesses 
the hearers and studies to gain their affection** 
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*His method is dear, and bis arguments arrang- 
ed with great propriety. In clearness of meth- 
od, he has advantage over Demosthenes. Ev- 
ery thing is in its proper place*; be never at- 
tempts to move before be has endeavoured to 
convince ; and in moving, particularly the softer 
passions, he is very successful. No one ever 
jcnew the force of words better than Cicero. He 
rolls them, along with the greatest beauty and 
pomp ; and in the structure of his sentences, is 
eminently curious and exact. He is always full 
and flowing ; never abrupt. ife amplifies ev- 
ery thing ; yet, though his manner is on the 
whole diffuse, it is often happily varied, and 
raited to the subject. When a great public 
object roused his mind, and demanded indigna- 
tion and force, be departs considerably from 
that loose, and declamatory manner, to which 
he at other times is addicted, and. becomes very 
forcible and vehement. 

This great orator, however, is not without 
defects. ' In most of his orations, there is top 
much art. He seems often desirous of obtain- 
ing admiration rather than of operating con- 
viction. He is sometimes, therefore showy, 
rather than solid ; and diffuse, where he ought to 
.be urgent. His periods are always round and 
sonorous : they cannot be accused of monot- 
ony, for they possess variety qf cadence ; but, 
from too great fondness for magnificence, he is 
sometimes' deficient in strength. Though tije 
.services which he performed for his country, 
were very considerable, yet he is too much his 
own panegyrist. Ancient manners, which im- 
posed fewer restraints on the side of decorjim, 
ac2 ' 
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ifray in some degree excuse, but cannot entirety 
justify his vanity. 

Whether Demosthenes or Cicero were the 
most perfect orator, is a question, on which 
critics are not agreed. Feneton, the celebrated 
Archbishop of Cambray, and author of Telema- 
chus, seems to have stated their merits with 
great justice and perspicuity. His judgment i$ 
given in bis reflections on rhetoric and poetry. 
We shall translate the passage, though not> 
it is feared, without losing much of the spirit 
of the original. " I do not hesitate to declare," 
fays be, " that I think Demosthenes superior 
to Cicero. 1 am persuaded, no one can 
admire Cicero more than 1 do a . He adorns 
whatever he attempts. He does honour to 
language. He disposes of words in a manner 
peculiar to himself. His style has great 
variety of character. Whenever be pleases, be 
is even concise and vehement ; for instance 
against Cataline, against Verres, against Antho- 
ny. But ornament is too visible in bis writings. 
His art is wondefful,but it is perceived. When 
the orator is providing for the safety of the 
republic, be forgets not himself, nor permits 
others to forget him. Demosthenes seems to 
escape from himself, and to see nothing but his 
country. He seeks not elegance of expression ; 
unsought, be possesses it. He is superior to 
admiration. He makes use of language, as a 
modest man does of dress, only to cover him. 
He thunders, he lightens. He is a torrent, 
"which carries every thing before it. We 
cannot criticise, because we are not ourselves. 
His subject enchains our attention* and makes 
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lis forget bis language, Yfe lose him from 
our sight ; Philip alone occupies our minds. 
1 am delighted with both these orators ; but I 
Confess that 1 am less affected by the infinite art 
and magnificent eloquence of Cicero, than by 
the rapid simplicity of Demosthenes. 9 ' 
■ The reign of eloquence among the Romans 
jras yery short It expired with Cicero. Nor 
can we wonder at this ; for liberty was no more, 
and the government of Rome was delivered 
over to a succession of the most execrable 
tyrants, that ever disgraced and scourged the 
human race. 

In the decline of the Roman empire the 
introduction of Christianity gave rise to a nevV 
kind of eloquence iu the apologies, sermons, and 
pastoral writings of the fathers. But none 
of them afforded xery just models of eloquence* 
Their language, as soon as we descend to the 
third or fourth century, becomes harsh ; and 
they are generally infected with the taste of that 
age, a love of swollen and strained thoughts, 
and of the play of words. 

As nothing in the middle, age deserves 
attention, we pass now to the state of eloquence* 
in modern times. Here it must be confessed; 
that in no European nation public; speaking has 
been valued §o highly, or cultivated With so 
much care, as in Greece or Rome. The 
genius of the world appears ip this respect to 
have undergone some alteration. The two' 
countries, where we might expect to find most 
of the spirit of eloquence, are France and 
Great Britain ; France, on account of the 
distinguished turn of its inhabitants toward *U 
k3 
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the Jiberal arts, and of the eticoorag«tte&twiticfc 
more tban a century past these arts have re> 
ceiv^d from the public ; Great Britain, on ac- 
count of its free government, and the lib* rail 
spirit and genius of its people* Yet in neitbttt 
of these countries has oratory risen nearly tt> 
the degree of its ancient splendour. 

Several reasons, may foe given,' why modem 
eloquence has been so' confined and humble in 
its efforts. In the first place, it seems, that this 
change must, in pari, be ascribed to that accu- 
rate turn of thinking, which has Ween so much 
Cultivated in modern times. Our pcrb'ic speak- 
ers are obliged to be more reserved than the an- 
cients, in their attempts to elevate the imagina- 
tion, and warm the passions > and by the influ- 
ence of prevailing taste, their ptvn genius te 
chastened perhaps in too great a degree. It is 
probable also, that we ascribe to ©urcorrecinesi 
and good sense, what is chiefly owing to the 
phlegm and natural coldness of our disposition* 
For the vivacity and sensibility of the Greeks 
and Romans, especially of the former, seem t*> 
have been macb superior to ours, and to have 
given them a higher rejish for all the beauties 
of oratory. 

Though the Parliament of Great Britain is 
the noblest field, which Europe at present af- 
fords to a public speaker, yet eloquence has 
ever been there a more feeble instrument than 
in the popular assemblies of Greece and Rome. 
Under some foreign reigns, the iron band of ar- 
bitrary power checked its efforts ; and in later 
times, ministerial influence has generally ren- 
dered it of small importance. At the bar, oof 
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u<* disadvantage, ro comparison with the ancients,is 
iw great* Among them the judges were common- 
i: ly numerous ; the laws were few and simple ; 

the decision of causes was left in a great meas- 
ure to equity and the sense of mankind. Hence 
the field for judicial eloquence was ample. But 
at present, the system of Jaw is much more 
complicated. The knowledge of it is rendered 
so laborious; as to be the study of a man's life. 
Speaking is therefore only a secondary accom- 
plishment, for which be has little leisure. 
* With respect to the pulpit, it has been a great 
disadvantage, that the practice of reading ser- 
mons, instead of repeating (hem, has prevailed 
so universally in England. This indeed may 
Jiave introduced accuracy ; but eloquence has 
been much enfeebled. Another circumstance 
loo has been prejudicial. The sectaries and fa- 
natics, before the restoration, used a warm, zeal- 
ous, and popular manner of preaching ; and 
their adherents afterward continued to distin- 
guish themselves by similar ardour. Hatred of 
these sects drove the established church into 
the opposite extreme of a studied coolness of 
expression. Hence from the art of persuasion, 
which preaching ought ever to be, it has pass- 
ed in England, into mere reasoning and instruc- 
tion. 



ELOQUENCE OF POPULAR ASSEMBLIES. 

A HE foundation of every species of eloquence 
is good sense and solid thought. Jt should be 
*4 
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the first study of him, who means to address * 
popular assembly, to be previously master of 
the business on which he is to speak ; to be 
well provided with matter and argument ,* and 
to rest upon these the chief stress. This 
will give to his discourse an air of manliness 
and strength, which is a powerful instrument 
of persuasion. Ornament, if we have genius 
for it- will succeed of course ; at any rate, it 
deserves only secondary regard. 

To become a persuasive speaker in a popular 
Assembly, it is a capital rule, that a man should 
always be persuaded of whatever he recommends 
to others. Never, if it can be avoided, should 
he espouse that side of an argument, which he 
does not believe to be the right. All high elo- 
quence must be the offspring of passion. This 
makes every man persuasive, and gives a force 
to bis genius, wbieh it cannot otherwise possess. 

Debate in popular assemblies seldom allows 
a speaker that previous preparation, which the 
pulpit always* and the bar sometimes, admits. 
A general prejudice prevails, and not an un- 
just one, against set speeches in public meet- 
ings. At the opening of a debate they may 
sometimes be introduced with propriety ; but, 
As the debate advances, they become improper ; 
they lose the appearance of being suggested 
by the business that is going on. Study and 
ostentation are apt to be visible ; and, conse- 
quently, though admired as elegant, they are 
Seldom so persuasive as more free and uncon- 
strained discourses* 

This, however,does not forbid premeditation, 
en what we intend to speak. With respect to 
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-fhe matter we cannot be too accurate in our 
preparation / but with regard to words and ex- 
pression*, it is very possible so far to overdo,as 
to render our speech stiff and precise. Short 
•botes of the substance of the discourse are Rot 
tonly allowable, but of considerable service, to 
itbose especially who are beginning to speak in 
public. They will teach thetn a degree of 
Accuracy, which, if tbey speak frequently, tbe/ 
«re in danger of losing. They will accustom 
'them to distinct arrangement, without which, 
^eloquence, however great, cannot produce en* 
tire conviction. 

Popular assemblies give scope for tbe most 
animated manner of public speaking. Passion is 
easily excited in a great assembly, where the 
movements are communicated by mutual sym- 
pathy between the orator and the audience. 
That ardour of speech, that vehemence and 
glow of sentiment, which proceed from a mind 
animated and inspired by some great and pub- 
lic object, form the peculiar character of popular 
-eloquence in its highest degree of perfection. ' 

Tbe warmth, however, which we express, 
must be always suited to tbe subject ; since it 
would he ridiculous to introduce great vehe- 
mence into a subject of small importance', or 
which by its nature requires to be treated with 
calmness. We must also be careful not to 
counterfeit warmth without feeling it. The' 
best rate is, to follow nature ; and never to 
attempt a strain of eloquence, which is not 
.prompted by our own genius. A speaker may 
acquire reputation and influence by a calm, 
argumentative manner. To reach tbe pathetic 
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and sublime of oratory requires those strong 
sensibilities of mi nd, and that high power of 
expression, which are given to few. 

Even when vehemence is justified by the 
Subject, and prompted by genius ? when warmth 
is felt, not feigned ; we must be cautious, lest 
impetuosity transport us too far. If the speaker 
lose command of himself, he will soon lose 
command of his audience. He must begin 
with moderation, and study to warm his hearer* 
gradually and equally with himself. For, if 
their passions be not in, unison with his, the 
discord will soon be felt. Respect for his au- 
dience should always lay a decent restraint 
upon hi$ warmth, and prevent it from carrying 
him beyond proper limits. When a speaker 
is so far. master of himself, as tp preserve close 
attention to argument, and even to some degree 
of accurate expression; this self command, 
this effort of reason, in the midst of passion, 
contributes in the highest degree both to please 
and to persuade The advantages of passion are 
afforded for the purposes of persuasion, with* 
out that confusion; and disorder which are its 
usual attendants. ♦ 

> In the most animated strain of popular speak- 
ing we must always regard what the public ear 
will receive without disgust. Without atten- 
tion to this, imitation of ancient orators oii^bt 
betray a speaker into a boldness of manner, 
with which the coolness of modem taste would 
be displeased. It is also necessary to attend 
with care to the decorum? of time, place, and 
character. No ardour of eloquence can atone 
{cjr neglect of these. Nq one should attempt 
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to speak in public without forming to himself a 
just and strict idea of what is suitable to his 
age and character ; what is suitable to the sub- 
ject, the hearers, the place, and the occasion. 
On this idea be should adjust the whole train 
aud manner of his speaking. 

What degree of conciseness or diffuseness is 
suited to popular eloquence, it is not easy to 
determine with precision. A diffuse manner 
is generally considered as most proper. There 
is danger, however, of erring in this respect; 
by too diffuse a style public speakers often lose 
more in point of strength, than they gain by 
fulness of illustration. Excessive conciseness 
indeed must be avoided. We must explain and 
inculcate ; but confine ourselves within certain 
limits. We should never forget that, however 
we maybe pleased with hearing ourselves speak, 
every audience may be tired ; and the moment 
they grow weary* our eloquence becomes use- 
less, it is better in general, to say too little, 
than too much : to place our thought in one 
strong point of view, and rest it there, than by 
showing it in every light, and pouring forth a 
profusion of words upon it, to exhaust the at- 
tention of our hearers, and leave them languid 
and fatigued. 



ELO^tJENCB Ot THfe BAR, 

J- HE ends of speaking at the bar and in pop- 
ular assemblies are commonly different. In 
the latter the orator aims principally to peiv 
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suade } to determine his hearers to some choice 
or conduct, as good, fit, or useful. He, there- 
fore, applies himself to every principle of ac- 
tion in our nature ; to the passions and to the 
heart, as well as to the understanding. But 
at the bar conviction is the principal object. 
There the speaker's duty is not to persuade 
the judges to what is good or useful, but to ex- 
hibit what is just and true ; and consequently 
bis eloquence is chiefly addressed to the un- 
derstanding. 

At the bar, speakers address themselves to 
one, or to a few judges, who are generally per- 
sons of age, gravity, and dignity of character. 
There those advantages, which a mixed and 
numerous assembly affords for employing an 
the arts of speech, are not enjoyed. Passion 
does not rise so easily. The Speaker is heard 
with more coolness ; he is watched with more 
severity ; and would expose himself to ridicule 
by attempting that high and vehement tone, 
which is suited only to a multitude. Beside, 
at the bar, the field of speaking is confined 
within law and statute* Imagination is fetter* 
ed. The advocate has always before htm the 
line, the square, and the compass. These it 
is his chief business to be constantly applying 
to the subjects under debate. 

Hence the eloquence of the bar is of a much 
more limited, more sober, and chastised kind, 
than that of popular assemblies ; and, conse- 
quently, the judicial orations of the ancients 
must not be considered as exact models of that 
.kind ol speaking which is adapted to the pres- 
ent state of the bar,. With them strict law wa$ 
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tfaiuch less an object of attention, than it is will* 
U3. In the days of Demosthenes and Cicero, 
the municipal statutes Were few, simple, and 
genera! ; and the decision, of causes was left 
m a great measure to the equity and common 
sense of the judges. Eloquence, rather than, 
jurisprudence, was the study of pleaders. 
Cicero says, that three months study would 
make a complete civilian ; nay, it was thought 
that a man mi^bt be a good pleader without any 
previous study. Among the Romans there 
was -a set of men, called Pragmatici, whose of- 
fice it was to supply the orator with all the law 
knowledge, bis cayse required ; which he dis- 
posed in that popular form, and decorated with, 
those colours of eloquence which were most 
fitted for influencing the judges. 

It may also be observed, that the civil an<$ 
criminal judges in Greece and Rome, were 
more numerous than with us, and formed a 
kind of popular assembly. The celebrated tri- 
bunal of the Areopagus at Athens consisted of 
fifty judges at least In Rome the Judices 5c- 
lecti, were always numerous, a no! had the office 
and power of judge and jury. In the famous, 
cause of Mi lo, Cicero spoke to fifty one Judi- 
ces Selecti, aqd thus bad the advantage of ad- 
dressing his whole pleading, not to one or a 
few learned judges of the point of law, as is 
the case with us, but to, an assembly of Ro- 
man citizens. Hence those arts, of popular, 
eloquence, which he employed with such suc- 
cess/ Hence certain, practices which woulcj 
be reckoned theatrical by us, were common at 
the Rpman bar ; such, as introducing not only 
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the accused person dressed in deep mourning, 
but presenting to the judges bis family and 
young children, endeavouring to excite pity by 
their cries and tears. 

The foundation of a Jawyer's reputation and 
success must be laid in a profound knowledge 
of his profession. If his abilities, as a speaker, 
be ever so eminent; yet, if his knowledge of 
the law be superficial, few will choose to en- 
gage him in their defence. Beside previous 
study and an ample stock of acquired knowl- 
edge, another thing inseparable from the suc- 
cess of every pleader, is a diligent and painful 
attention to every cause with which he is en- 
trusted ; to all the facts and circumstances with 
vyhich it is connected. Thus be will in a great 
measure be prepared for the arguments of his 
opponent; and, being previously acquainted 
with the weak parts of hjs own cause, he will 
be able to fortify them in the best manner 
against the attack of his adversary. 

Though the ancient popular and vehement 
manner of pleading is now in a great measure 
superseded, we must not infer that there is no 
room for eloquence at the bar, and that the 
study of it is superfluous. There is perhaps no 
scene of public speaking, where eloquence is 
more requisite. The dryness and subtility of 
subjects usually agitated at the bar, require, 
more than any other,a certain kind of eloquence, 
in order to command attention ; to give proper 
weight to the arguments employed ; and to pre* 
vent what the pleader advances from passing 
unregarded. The effect of good speaking is 
always great. Jhere is as much difference in 
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the impression made by a cold, dry, and confus- 
ed speaker, and tkat made by one who pleads 
the -same cause with elegance, order, and 
strength, as there is between our conception of 
an object, when presented in twilight, and when 
viewed in the effulgence of noon. 

Purity and neatness of expression is in this 
species of eloquence chiefly to be studied ; a 
style perspicuous and proper, not needlessly 
overcharged with the pedantry of law terms, 
nor affectedly avoiding these, when suitable and 
requisite. Verbosity is a fault of which men 
of this profession are frequently accused ; into 
which the habit of speaking and writing hasti- 
ly, and with little preparation, almost unavoidr 
ably betrays them. It cannot therefore be too 
earnestly recommended te those, who are be- 
ginning to practice, at the bar, that they early 
guard against this, while they have leisure for 
preparation. Let them form themselves to the 
habit of a strong and correct style $ which will 
become natural to them afterward, when com- 
pelled by multiplicity of business to compose 
with precipitation. Whereas, if a loose and 
negligent style have been suffered to become 
familiar, they will not be able, even upon occa- 
sions when they wish to make an unusual effort, 
to express themselves wilh force and elegance. 

Distinctness in speaking at the. bar is a cap* 
ital property. It should be shown, first in sta- 
ting the question ; in exhibiting clearjy the 
paint in debate ; what we admit ; what we de- 
ny ; and where the line of division begins be- 
tween us and the adverse party. Next, it should 
appear in the order and arrangement of all the 
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parts of the plead ing. A clear method is of the 
highest consequence in every species of oration/, 
but in those intricate cases, which belong to the 
bar, it is infinitely essential. 

Narration of facts should always be as concise 
as the nature of them will admit. They are 
always very necessary to be remembered ; 
consequently unnecessary minuteness in relat- 
ing them overloads the memory. Whereas, if a 
pleader omit all superfluous circumstances in 
his recital, he adds strength to the material 
facts ; gives a clearer view of what he relates, 
and makes the impression of it more lasting. 
In argumentation, however, a more diffuse 
manner seems requisite at the bar than on some 
otber occasions. For in popular assemblies, 
where the subject of debate is often a plain 
question, arguments gain strength by concise- 
ness. But the intricacy of law points frequent- 
ly requires the aguments to be expanded and 
placed in different lights, in order to be fully 
apprehended. 

Candour in stating the arguments of bis 
adversary cannot be too much recommended to 
/every pleader, U he disguise them, or place 
them in a false light, the artifice will soon be 
discovered ; and tbe judge and the bearers will 
conclude, that he either .wants discernment to 
perceive, or fairness to admit the strength of 
his opponent's reasoning. But, if he state with 
accuracy and candour the arguments used 
against him, before he endeavour to combat 
tbem, a stron'g prejudice is created in his 
favour. He will appear to have entire confi- 
dence in bis .cause, since he does not attempt to 
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Support it by artifice or concealment. The judge 
will therefore be inclined to receive more read- 
ily the impressions made upon bim by a speak- 
er who appears both fair and penetrating. 

Wit may sometimes be serviceable at the 
bar, particularly m a lively reply, by which 
ridicule is thrown on what an adversary has 
advanced. But a young pleader should never 
rest his strength on this dazzling talent. His 
office is not to excite laughter, but to produce 
conviction ; nor perhaps did any one ever rise 
to eminence in his profession by being a witty 
lawyer. 

Since an advocate personates his client, he 
must plead his cause witfi a proper degree of 
warmth. He must be cautious however of 
prostituting his earnestness and sensibility by 
an equal degree of ardour on every subject. 
There is a dignity of character, which it is 
highly important for every one of this profes- 
sion to support. An opinion of probity and 
honour in a pleader is his most powerful instru- 
ment of persuasion. He should always, there- 
fore, decline embarking in causes which are 
odious, and manifestly unjust ; and, when he 
supports a doubtful cause, he should lay the, 
thief stress upon those arguments which appear 
to him to be most forcible ; reserving his ze£l 
and indignation for cases where injustice a«d 
iniquity are flagrant. 






„»_>_» .*• 



1 64 Eloquence* of the Pulpit. 

ELOaUENO^i OF THE PULPIT. 

HAVING treated of the eloquence of popu- 
lar assemblies, rfnd that of the bar, we shall now 
consider tfee strain and spirit of that eloquence 
which is suited to the pulpit. This field of pub- 
lic speaking has several advantages peculiar to 
itself. The dignity and importance of its sub- 
jects must be allowed to be' superior to any 
other. They admiMbe highest embellishment 
in description, and the greatest warmth and ve- 
hemence of expression- In treating bis sub- 
ject, the preacher ha* also peculiar advantages. 
He speaks not te one or a few judges, but to a 
large assembly. He is not afraid of interrupt 
tion. He chooses bis subject at leisure : and 
has all the assistance of the most accurate 
premeditation. The disadvantages, however, 
which attend the eloquence of the pulpit, are 
not inconsiderable. The preacher, it is true, 
has no contention with an adversary; but debate 
awakens genius, and excites attention. His 
subjects, though noble, are trite and common. 
They are become so familiar to the public ear, 
that it requires no ordinary genius in the preach- 
er to fix attention. Nothing is more difficult 
than to bestow on what is common the grace of 
novelty. Beside, the subject of the preacher 
usually confines him to abstract qualities, to vir- 
tues and vices ; whereas, that of other popular 
speakers leads them to neat of persons; which is 
generally more interesting to the bearers, and 
occupies more powerfully the imagination, 
We are taught by the preacher to detest only 
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the crime ; by the pleader to detest the crimi- 
nal. Hence it happens, that, though the num- 
ber of moderately good preachers is great, so 
few have arrived at eminence. Perfection is 
very distant from modern preaching. The ob- 
ject, however, is truly noble, and worthy of be- 
ing pursued with zeal. 

To excel in preaching, it is necessary to have 
a fixed and habitual view of its object. This is 
to persuade men to become good. Every sermon 
ought there re fore to be a persuasive oration. It 
is not to discuss some abstruse point, that the 
preacher ascends the pulpit. It is not to teach 
his hearers something new, but to make them 
better ; to give them at once clear views and 
persuasive impressions of religious truths. 

The principal characteristics of pulpit elo- 
quence, as distinguished from the other kinds 
of public speaking, appear to be these two, 
gravity and warmth. It is neither easy nor 
common to unite these characters of eloquence* 
The grave, when it is predominant, becomes a 
dull, uniform solemnity. The warm, when it 
wants gravity, borders on the light and theatri- 
cal. A proper union of the two, forms that 
character of preaching, which the French call 
OnctUn ; that affecting, penetrating, and inter- 
esting manner, which flows from a strong sense 
in the preacher of the importance of the truths 
be delivers, and an earnest desire that they 
may make full impression on the hearts of bis 
hearers. 

A sermon, as a particular species of compo- 
sition, requires the strictest attention to unity. 
By this we mean that there should be some 
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main point to which the whole tenor of the 
sermon shall refer. It must not be a pile of 
different subjects heaped upon each other ; 
but one object must predominate through t ^ e . 
whole. Hence, however, it must pot be under- 
stood, that there should be no divisions or sep- 
arate heads in a discourse ; nor that one single 
thought only should be exhibited in different 
points of view. Unity is not to bet understood 
in so limited a sense ; it admits some variety : 
it requires only that union arid connection be-so 
far preserved, as to make the whole concur in 
some one impression on the mind. Thus, for 
instance, a preacher may employ several differ- 
ent arguments to enforce the love of God ; he 
may also inquire into the causes of the decay of 
this* virtue ; still one great object is presented 
to the mind. ' But, if because his text says, "He 
thatfoveth God, must love his brotheT also,'* 
he should therefore mix in the same discourse, 
arguments for the love of God, and for the love 
of our neighbour, he would grossly offend 
against unity, and leave a Very confused im- 
pression on the minds oi his hearers. ,l * 

Sermons are always more striking, and gen- 
erally more useful, the more precise and par- 
ticular the subject of them is. ! Unity can never 
he so perfect in a general, as in a particular 
subject. ' General subjects, indeed, such as the 
excellency, or the pleasures of religion, are oft- 
en chosen by young preachers, as the most 
showy, and the easiest to be handled ; but these 
subjects, produce not the high effects of 
preaching. Attention is much more command- 
ed, by taking some particular view of a great 

, " - ... L.4t 
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tubjeet, and employing,on that t the whole force 
of argument and eloquence. To recommend 
some one virtue, or inveigh against a particular 
▼ice, affords a subject not deficient in unity or 
precision. But, if that virtue or vice be consid- 
ered as assuming a particular aspect in certain 
characters, or certain situations in life, the sub- 
ject becomes still more interesting. The exe- 
cution is more difficult, but the merit and the 
effect are higher. 

A preacher should be cautious not to exhaust 
bis subject ; since nothing is more opposite to 
persuasion, than unnecessary and tedious ful- 
ness. There are always some things which he 
may suppose to be known, and some which re- 
quire only brief attention. If he endeavour to 
omit nothing which bis subject suggests, he 
must unavoidably encumber it and diminish its 
jbrce. 

To render bis instructions interesting to bis 
bearers should be the grand object of every 
preacher. He should bring home to their 
hearts the truths which he inculcates; and make 
each suppose himselt particularly addressed. 
He should avoid ail intricate reasonings ; avoid 
expressing himself in general, speculative prop- 
ositions ; or laying down practical truths in 
an abstract, metaphysical manner. A discourse 
ought to be carried on in the strain of direct 
address to the audience ; not in the strain of 
one writing an essayt but of one speaking to a 
multitude, and studying to connect what is call- 
ed application* or what immediately refers to 
practice, with the doctrinal jparts of the sermon. 
l2 
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It is always highly advantageous to keep iu 
view ihe different ages, characters, and condi- 
tions of men, arid to accommodate directions and 
exhortations to each of these different classes. 
Whenever you advance what touches a' man'& 
character or is applicable to his circumstances, 
you are sure of his attention. 'No study i* 
tnbre necessary Tor a preacher than the study of 
humati life, and of the human heart. ' To dis- 
cover a man to himself in a light, in which 1 he 
iaever saw his character before, produces a won- 
derful effect'. Those sermons, though the most 
difficult in composition, are not only the most 
beautiful, but also the most useful, which are 
founded on the illustration of some peculiar 
character, or remarkable' piece of history in the 
sacred writings ; by pursuing which we may 
trace,and layopen,some of the most secret wind* 
Ings of the human heart. Other topics of preach- 
ing are become trite ; but this is an extensive 
field which hitherto has been little explore J, 
and possesses all the advantages of being curi- 
ous, new, and highly useiu). Bishop Butler** 
sermon on the character of Balaam is an exam- 
ple of this kind of preaching. ' 

Fashion, which operates so extensively on 
buman manners, has given to preaching, at dif- 
ferent times, a change of character. This how- 
ever is a torrent, which swells to day, and sub- 
sides tomorrow. Sometimes poetical preaching 
is fashionable ; sometimes philosophical. At 
one time it must be all pathetic ; at another all 
argumentative ; as some celebrated preached 
has set the example. Each of these modes is 

Very defective; and be, who conforms himself t6 
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It, will both confine & corrupt his genius. Trutlj 
and good sense are the sole basis, on which he 
can build with safety. Mode and humour are 
feeble and unsteady. No example should be 
servilely imitated. From various examples the 
preacher may collect materials for improve- 
ment ; but servility of imitation extinguishes 
all genius, or rather proves entire want of it. 



CONDUCT OF A DISCOURSE IN AU ITS 
PARTS. INTRODUCTION, DIVISION, 
NARRATION, AND EXPLICATION. 

HAVING already considered what is pecu- 
liar to each of the three great fields of public 
speaking, popular assemblies, the bar, and the 
pulpit ; we sh.aH now treat of what is common 
to them all, and explain the conduct of a dis- 
course or oration in general. 

The parts which compose a regular oration, 
are these six ; the exordium or introduction ; 
the state or the division of the subject ; narra- 
tion or explication ; the reasoning or arguments; 
the pathetic part; and the conclusion. It is 
not necessary that each of these enter into 
every public discourse, nor that they always 
enter in this order. l There are many excellent 
discourses in which some of these parts are 
omitted. But, as they are the constituent parts 
of a regular oration, and as in every discourse 
some of them must occur, it is agreeable to 
our present purpose to examine each of theqa 
distinctly. 

l3 
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The design of the introduction is to conciliate 
the good will of the hearers ; to excite their 
attention ; and to render them open to persua- 
sion. Whea the speaker is previously secure of 
the good will, attention, and docility of his au- 
dience } a formal introduction may be omitted. 
Respect for his hearers will in that case re-> 
quire only a short exordium, to prepare them 
for the other parts of his discourse. 
The introduction is a part of a discourse, which 
requires no small care, ft is always important 
to begin well ; to make a favourable impression 
at first setting out, when the minds of the hear- 
ers, as yet vacant and free, are more easily 
prejudiced in favour of the speaker. We must 
add, also, that a good introduction is frequently 
found to be extremly difficult. Few parts of 
a discourse give more trouble to the composer, 
or require more delicacy in the execution. 

An introduction should be easy and natural. 
It should always be suggested by the subject. 
The writer should not plan it, before be has 
meditated in his own mind the substance of his 
discourse* By taking the opposite course, and 
composing in the first place an introduction, the 
writer will often find that he is either led to lay 
bold of ;ome common-place topic, or that in- 
stead of the introduction being accommodated 
to the discourse, he is under the necessity of 
accommodating the discourse to the introduc- 
tion. 

In this part of a discourse correctness of ex- 
pression should be carefully studied. This is 
peculiarly requisite, on account of the situation 
of the hearers* A£ the beginning, they are 
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r more disposed to criticise, thai* at any other 
period ; they are then occupied by the subject 
and the arguments ; their attention is entirely 
directed to the speaker's style and manner. 
Care therefore is requisite to prepossess them 
in his favour ; though too much art must be 
cautiously avoided, since it will then be more 
easily detected, and will derogate from that 
persuasion, which the other parts of the dis- 
course are intended to produce. 

Modesty is also an indispensable character- 
istic of a good introduction. If the speaker 
begin with an air of arrogance and ostentation, 
the self love and pride of his hearers will be 
presently a wakened, and follow him with a very 
suspicious ere through the rest of his discourse. 
His Modesty should appear not only in his ex- 
pression, but in his whole manner ; in his looks, 
in his gestures, and in the tone of his voice. 
Every audience is pleased with these marks of 
respect and awe which are paid by the speaker. 
The modesty however of an introduction should 
betray nothing mean or abject. Together 
with modesty and deference to his hearers, the 
orator should show a certain sense of dignity, 
arising from persuasion of the justice or impor- 
tance of his subject. 

Particular cases excepted, the orator should 
not put forth all his strength at the beginning ; 
but it should rise and grow upon his hearers, 
as his discourse advances. The introduction is 
seldom the place for vehemence and passion. 
The audience must be gradually prepared be- 
fore the speaker venture on strong and passion- 
ate sentiments. Yet, when the subject is such 
i4 
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that the very mention of it naturally awakens 
some passionate emotion ; or when the unex* 
pected presence of some person or object in 
a popular assembly inflames the speaker; 
either of these will justify an abrupt and vehe- 
ment exordium. Thus the appearance of Cat - 
aline in the senate renders the violent opening 
of Cicero's first oration against him very natu- 
ral and proper. " Quousque tandem, Catalina, 
abutere patientia nostra V 9 Bishop Atterbury, 
preaching from this text, " Blessed is he, whoso- 
ever shall not be offended in me," ventures on 
this bold exordium ; " And can any man then 
be offended in thee, blessed Jesus ?" Which ad- 
dress to our Saviour he continues,till be enters 
on the division of bis subject. But such intro- 
ductions should be attempted by very few,sjnce 
they promise so much vehemence and ardour 
through the rest of the discourse, that it is ex- 
tremely difficult to satisfy the expectation of the 
bearers. An introduction should not anticipate 
any material part of the subject. When topics 
or arguments which are afterward to be en- 
larged upon, are hinted at, and in part exhibit- 
ed in the introduction ; they lose, upon their 
second appearance, the grace of novelty. The 
impression intended to be made by any capital 
thought, is always made with greatest advantage 
when it is made entire, and in its proper place. 
An introduction should be proportioned in 
length and kind to the discourse which follows 
it. In length, as nothing cau be more absurd 
than to erect a large portico before a small 
building ; and in kind, as it is no less absurd to 
load with superb ornaments the portico of a 
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plain dwelling bouse ; or to make the approach 
to a monument, as gay as that to an arbour. 

After the introduction, the proposition or 
enunciation of the subject,commonly succeeds ; 
concerning which we shall only observe, that it 
should be clear and distinct, and expressed 
without affectation, in the most concise and si pa- 
pie manner. To Ais generally succeeds the 
division, or laying down the method of the dis- 
course ; in the management of which the fol- 
lowing rules should be carefully observed. 

First, The parts into which the subject is 
divided,must be really distinct from each other. 
It were an absurd division, for example, if a 
speaker should propose to explain first the ad- 
vantages of virtue, and next those of justice or 
temperance; because the first head plainly 
comprehends the second, as a genus does the 
species. Such a method of proceeding involves 
the subject in confusion. 

Secondly, We must be careful always to 
follow the order of nature ; beginning with the 
most simple points ; with such as are most easi- 
ly understood, and necessary to be first discus- 
sed ; and proceeding to those which are built 
upon the forme r,aod suppose them to be known. 
The subject must be divided into those parts, in- 
to which it is most easily and naturally resolved. 

Thirdly, The members of a division ought 
to exhaust the subject ; otherwise the division 
is i complete ; the subject is exhibited by pieces 
6 , without displaying the whole. 
> >urthly, Let conciseness and precision be 
rj liarly studied. A division always appears 
I ipst advantage, when the several heads ate 
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expressed in the clearest, roost forcible, and 
fewest words possible. This never fails to strike 
the hearers agreeably ; and contributes also to 
pake the divisions more easily remembered. 

Fifthjy, Unnecessary multiplication of heads 
should be cautiously avoided. To divide a 
subject into many minute parts, by endless di- 
visions aad subdivisions, produces a bad effect 
in speaking. In a logical treatise this may be 
proper ; but if renders an oration hard and 
dry, and unnecessarily fatigues the memory. 
A sermon may admit from three to five or six 
Jieadsi including subdivisions \ seldom are 
rn ore allowable. 

The next constituent part of a discourse is 
narration or explication. *These two are join- 
ed together, because they fall nearly under the 
same rules, arid because they generally answer 
the same purpose; serving to illustrate the 
cause, or the subject, of which one treats,before 
proceeding to argue on one side or the other ; 
or attempting to/ interest the passions of the 
hearers. 

To be clear and distinct, to be probable, and 
to be concise, are the qualities, which critics 
chiefly require in narration. Distinctness is 
requisite to the whole of the discourse, but be- 
longs especially to narration, which ought to 
throw light on all that follows. At the bar, a 
fact, or a single circumstance, left in obscurity, 
or misunderstood by the judge, may destroy 
the effect of alt the argument and reasoning, 
which the pleader employs. If his narration* 
be improbable, it will be disregarded ; if it be 
tedious and diffuse, it will fatigue and be 'for- 
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gotten. To render narration distinct, paiticu* 
far attention is requisite in ascertaining clearly 
the names, dates, places, and every other im- 
portant cicumstanc© of the facts recounted. 
|n order to be probable in narration,i( is neces- 
sary to exhibit the characters of the persons of 
whom we speak, and to show that their actions 
proceeded from s«ch motives as are natural, 
and likely to gain belief. To be as concise as 
the subject will admit, all superfluous circum- 
stances must be rejected ; by which the narra- 
tion will be rendered more forcible femora clear. 
' In sermons, explication of the subject to be 
discoursed on, occupies the place of narration 
at the bar, and is to be conducted in a similar 
manner. It must be concise, clear, and dis- 
tinct ; in a style correct and elegant, rather 
than highly adorned. To explain the doctrine 
of the text with propriety ; to give a full and 
clear account of the nature of that virtue or 
duty which forms the subject of discourse, is 
properly the didactic part of preaching ; on the 
right execution of which much depends. In 
order to succeed, the preacher most meditate' 
profoundly on the subject; so as to place it in 
a clear and striking point of view. ' tie must 
consider what light it may derive from other 
passages of scripture ; whether it be a subject 
nearly allied to some other, from which it ought 
to be distinguished ; whether it can be advan- 
tageously illustrated by comparing or opposing 
it to some other thing ; by searching into cau- 
ses, or tracing effects; by pointing out exam- 
ples, or appealing to the hearts of the hearers ; 
that thus a precise and circumstantial view* 
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may be afforded of the doctrine inculcated. Bj 
distinct and apt illustrations of the known 
truths of religion, a preacher may both display 
great merit, as a composer ; and, what is infi- 
nitely more valuable, reader his discourses 
weighty, instructive, and useful. 



THE ARGUMENTATIVE PART OF A DIS- 
COURSE, THE PATHETIC PART, AND 
THE PERORATION. 

As the great end for which men speak on any 
serious occasion, is to convince their hearers 
that something is true, or right, or good ; and 
thus to influence their practice ,* reason and 
argument must constitute the foundation of all 
manly and persuasive eloquence. 

With regard to arguments, three things are 
requisite. First, invention of them ; secondly, 
proper disposition and arrangement of them 4 
and thirdly, expressing them in the most forci- 
ble manner. Invention is undoubtedly the 
most material, and the basis of the rest. But in 
this, art can afford only small assistance. It 
ican aid a speaker however in arranging and ex- 
pressing those arguments which his knowledge 
of the subject has discovered. 

Supposing the arguments properly chosea, 
we must avoid blending those together that are 
of a separate nature. All arguments whatever 
are intended to prove one of these three things^ 
that something is true ; that it is right or fit ; 
or that it is profitable and good. Truth, duty, 
and interest are the three great subjects of die- 
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cussion among men. But the arguments em- 
ployed upon either of them are generally dis- 
tinct ; and he, who blends them all under one 
topic, which he calls his argument, as in ser- 
mons is too frequently cjone, will render bis 
reasoning indistinct and inelegant 

With respect to the different degrees of 
Strength in arguments, the common rule is, to 
advance in the way of climax from the' weakest 
fo the mosf forcible. This method is recom- 
mended when the speaker is convinced (bat his 
cause' is clear, arid easy to be proved.' But 
this rule must not be universally observed. If 
be distrust bis cause, and Jiave but one materi- 
al argument, it is often proper to place this ar- 
gument in the front ; to prejudice his bearers 
early in his favour, and thus dispose them to 
pay attention fo the weaker reasons which he 
may afterwards introduce. ' When amid a vari- 
ety of arguments there is one or two more fee- 
ble than toe rest, though proper to be used, 
Cicero advises to place them in the middle,as a 
situation less conspicuous, than either the be- 
ginning or end of the train of reasoning. 
> When arguments are strong and satisfactory, 
the more they are separated the better. Each 
can then bear to be introduced alone, placed in 
its full light, amplified and contemplated. But, 
when they are of a doubtful or presumptive 
nature, it is safer to crowd them together, lo 
form them into a phalanx, that, though indi- 
vidually weak, they may mutually support each 

Arguments should never be extended toe far, 
nor multiplied too much. ' This serves ratbe'r 

to render a cause suspicious, than to increase it| 

i-i .. .. * * «;* 
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strength. A needless multiplicity of arguments 
burdens the memory ,and diminishes the weight 
of that conviction, which & few well chosen 
arguments produce. To expand them also 
beyond the bounds of reasonable illustration is 
always enfeebling. When a speaker endeav- 
ours to expose a favourable argument in every 
light possible, fatigued by the effort, be loses 
the spirit, with which he set out ; and ends with 
feebleness, what he began with force. 

Having attended thus far to the proper 
arrangement of arguments, we proceed to an- 
other essential part of a discourse, the pathetic ; 
in which, if any where, eloquence reigns, and 
exerts its power. On this head the following 
directions appear useful, 

Consider carefully whether the subject admit 
the pathetic, and render it proper ; and, if it 
do, what part of the discourse is most fit for it. 
To determine these points belongs to good sense. 
Many subjects admit not the pathetic ; and 
even in (hose, that are susceptible of it, an 
attempt te excite the passions in a wrong place, 
may expose an orator to ridicule. It may in 
general be observed, that, if we expect any 
emotion, which we raise, to have a lasting 
effect, we must secure in our favour the under- 
standing and judgment. Tbe hearers must he 
satisfied, that there are sufficient grounds for 
their engaging in tbe cause with zeal and ardour* 
When argument and reasoning have produced 
their full effect, the pathetic is admited with 
the greatest force and propriety. 

A speaker should cautiously avoid giving 
his hearers warning that he intends to excite 
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their passions. Every thing of this kind chills 
their sensibility. There is also a great differ- 
ence between telling the hearers that they eight 
to be moved, and actually moving them. To ev- 
ery emotion or passion nature has adapted cer- 
tain corresponding objects ; and without setting 
these before the mind, it is impossible for an 
orator to excite that emotion. We are warmed 
with gratitude, we are touched with compassion, 
not when a speaker shows us that these aie noble 
dispositions, and that it is our duty to feel them ; 
nor when he exclaims against us for our indif- 
ference and coldness. Hitherto he has ad- 
dressed only our" reason or conscience. He 
must describe the kindness and tenderness of 
our friend ; he must exhibit the distress suffer- 
ed by the person for whom be would interest 
us. Then, and not before, our hearts begin to 
be touched, our gratitude, our compassion begins 
to flow. The basis, therefore of all successful 
execution in pathetic oratory, is to paint the 
object of that passion which we desire to raise 
in the most natural and striking manner ; to 
describe it with such circumstances as are like- 
ly to awaken it imhe minds of others. 

To succeed in the pathetic, it is necessary 
to attend to the proper language of the passions. 
This, if we consult nature, we shall ever find 
is unaffected and simple. It may be animated 
by bold and strong figures, but it will have no 
ornament, no finery. There is a great differ^ 
ence between painting to the imagination and 
to the heart. The one may be done with de- 
liberation and coolness ; the other must always 
•be rapid and ardent. In the former, art and 
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labour may be suffered to appear ; in the lattfci 
no proper effect can be produced, unless it be 
the work of nature only. Hence all digres- 
sions should be avoided which may interrupt 
or turn aside the swell of passion. Hence com- 
parisons are always dangerous, and commonly 
quite improper in the midst of the pathetic; 
It is also to be observed, that violent emotions 
cannot be lasting. The pathetic therefore 
should not be prolonged too much. Due re- 
gard should always be preserved to what the 
hearers will bear ; for, he who attempts to 
carry them farther in passion than they will 
follow him, frustrates his purpose. By endeav- 
ouring to warm them too much, he takes the 
surest method of freezing them completely. 

Concerning the peroration or conclusion Of A 
discourse^ few words will be sufficient. Some- 
times the whole pathetic part comes in most 
properly at the conclusion. Sometimes, when 
the discourse has been altogether argumentative* 
it is proper to conclude with summing up the 
arguments, placing them in one view, and leav- 
ing the impression of them full and strong oo 
the minds of the hearers. For the great rule 1 
of a conclusion, and what nature obviously sug- 
gests, is, place that last, on which you choose 
to rest the strength of your cause. 

In every kind of public speaking it is im- 
portant to hit the precise time of concluding ; 
to bring the discourse just to a point ; neither 
ending abruptly and unexpectedly, nor disap- 
pointing the expectation of the hearers, when 
they look for the end of the discourse. 
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The speaker should always close with digni- 
ty and spirit, that the minds of the heaters may- 
be left warm, and that they may depart with a 
favourable impression of the subject and of 

ilHKMeJf, 
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M.BE jgreat objects to which every public 
speaker shouid direct his attention, in forming 
his delivery, are, first, to speak so as to be fully 
aad easily understood by his bearers ; and 
pext, to express himself with such grace and en- 
ergy , as to please and to move them . 

To be fully and easily understood, the chief ■ 
requisites are, a due degree of loudness of 
voice, distinctness, slowness, and propriety of 
pronunciation. 

To be heard is undoubtedly the first requisite. 
The speaker must endeavour to fill with his 
voice the space occupied by the assembly. 
Though this power of voice is in a great meas* 
ure a natural talent, it may receive considera- 
te assistance from art. Much depends on the 
proper pitch and management of the voice. 
Every man has three pitches in his voice ; the 
high, the middle, and the low. The high is 
used in calling aloud to some one at a distance ; 
the low approaches to a whisper ; the middle is 
that, which is employed in common conversa- 
tion, and which should generally be used in 
public speaking. For it is a great error to supgfr ; 
pose, that the highest pitch ot the voice is re- 
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quisite, to be well heard by a great assembly. 
This is confounding two things materially dif- 
ferent, loudness or strength of sound with the 
key or note on which we speak. The voice 
may be rendered louder without altering the 
key ; and the speaker will always be able to 
give most body,most persevering force of sound, 
to that pitch of voice, to which in conversation, 
he is accustomed. Whereas, if be begin on the 
highest key, be will fatigue himself and speak 
with pain ; and, wherever a man speaks with 
pain to himself, be is always heard with pain 
by his audience. Give the voice, therefore, 
full strength and swell of sound, but always 
pitch it on your ordinary speaking key ; a 
greater quantity of voice should never be utter- 
ed, than can be afforded without pa in, and with- 
out any extraordinary effort. To be well beard, 
, it is useful for a speaker to fix his eye on some 
of the most distant persons in the assembly, and 
\o consider himself as speaking to them. We 
naturally and mechanically utter our words 
with such strength, as to be heard by one, to 
whom we address ourselves, provided he be 
within the reach of our voice. This is the case 
in public speaking, as well as in common con- 
versation. But it must be remembered, that 
speaking too loudly is peculiarly offensive. 
The ear is wounded, when the voice comes up- 
on it, in rumbling, indistinct masses ; beside, it 
appears, as if assent were demanded by mere 
vehemence and force of sound. 

To being weil heard, and clearly understood, 
distinctness of articulation is more conducive, 
perhaps, than mere loudness of sound. The 
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Quantity of souno\ requisite to fill even a large 
Space, i^ less than is commonly supposed ; with 
distinct articulation, a man of a weak voice will 
make it extend farther, than the strongest voice 
can reach without it. This therefore demands 
peculiar attention. The speaker must give 
every sound its due proportion, and majte eve* 
xy syllable, and even every letter be heard dis- 
tinctly. To succeed in to, is, rapidity ©/pro- 
nunciation must be avoided. A lifeless, drawl* 
jng method, however, is not to be indulged. 
To pronounce with a proper degree of slow- 
ness, and with full and clear articulation can- 
not be too industriously studied, nor too earnest- 
]y recommended, Such pronunciation, gives 
weight an4 dignity to a discourse. It assists 
the voice by the pauses and rests wbjcb it al- 
lows it more easily to make ■ and it enables the 
speaker to swell all bis sounds with more ene* 
gy and moi e music. It assists him also in pre- 
serving a due command of himself ; whereas § 
rapid and hurried manner excites, that flutter of 
spirits, which is the greatest enemy tp all right 
execution in oratory. 

To propriety of pronunciation nothing i# 
niore conducive, than giving to every word 
which we utter, that sound which the most po- 
lite usage appropriates to it, in opposition to 
broad, vulgar, or provincial pronunciation. On 
this subject, however, written instructions avail 
nothing. But there is one observation which 
it may be useful to make.. In our language, 
every word of more syllables than one, has. one 
accented syllable. The genius of the language 
inquires the voice to mark that syllable by a 



U4 Prommctaiim or Bditotrij: 

stronger percussion, and to pass more slight?^ 
brer the rest. The same accent should be giv- 
en every word in public speaking and in com- 
mon discourse. Many persons err in this res* 
peet. When they speak m public and with. 
solemnity, t bey pronounce differently from what 
they do at other times. They difrelt upon syl- 
lables, and protract them ; tbey multiply ac- 
cents on the same word, from a false idea that 
it gives gravity and force to their discourse, and 
increases the pomp of public declamation. But 
this is one of the greatest faults wbi£b can be 
committed in pronunciation ; it constitutes what 
is termed a theatrical or mouthing manner, and 
gives an artificial, affected air to speech, which 
detracts greatly from its agreeablenest and its 
impression. 

We shaH now treat of those higher parts of 
fchvery, by studying which, a speaker endeav- 
ours, not merely to render himself iiitelKgrble, 
but to give grace and force to what he utters. 
These may be comprehended under four beads, 
emphasis, pauses, tones, and gestures. 

By emphasis is meant a fuller and stronger 
Sound of voice, by which we distinguish the ac- 
cented syllable of some word, on which we in- 
tend tr fay particular stress, and tp show how 
it affects the rest of the sentence. To acquire 
the proper management of e^mpbasts, the only 
rule is, study to acquire a just conception of the 
force and spirit of those sentiments, which you 
are to deliver. In all prepared discourses, it 
would be extremely useful, if they were react 
over or rehearsed in private, with a view of 
ascertaining the proper emphasis, before obey 
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trim pronounced in public ; marking at the 
same time the emphatical words in every 
sentence, or at least in the most important 
part» of the discourse, and fixing tbem well 
in memory. A caution, however, must be 
given against multiplying emphatical words too 
much They become striking, only when used, 
with prudent reserve. If they recur too fre- 
quently ; if a speaker attempt to render every 
thing which be says of high' importance, by a 
multitude of strong emphasis, they will soon?, 
fail to excite the attention of bis bearers. 

Next to emphasis, pauses demand attention. 
They are of two kinds ; first, emphatical 
pauses ; and secondly, such as mark the distinc- 
tions of sense* An emphatical pause is made 
after something has been said of peculiar mo- 
ment, on which we wish to fix the hearer's at- 
tention. Sometimes a matter of importance is 
preceded by a pause of this nature. Such pauses 
have the same effect with strong emphases, 
and are subject to the same rules ; especially 
to the caution just now given, of not repeating 
them too frequently. For, as they excite 
uncommon attention, and consequently raise 
expectation, if this be not fully answered, they 
occasion disappointment and disgust 

But the most frequent and the principal use 
of pauses is, to mark the divisions of 'he sense, 
and at the same time, to permit the speaker to 
draw his breath; and the proper management, 
of such pauses is one of the most nice and diffi- 
cult articles in delivery. A proper command 
of the breath is peculiarly requisite. -To obtain 
this, every speaker shoald be very careful te. 
m2 
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provide a full Supply of breath for what fie l& 
to utter. It is a great mistake, t6 suppbse that 
the breath must be drawn only at the end of si 
period, when the voice is allowed to fan. It 
may easily be gathered at the intervals of a per 
riod, when the voice suffers only a momentary- 
suspension. By this management, a sufficient 
supply may be obtained for carrying on the' 
longest period, without improper interruptions. 

Pauses in public discourse must be formed 1 
upon the manner in which we express ourselves/ 
in sensible conversation, and not upon the stiff, 
artificial manner, which we acquire from perus- 
ing books according to common punctuation* 
Punctuation in general is very arbitrary ; often 
capricious and false ; dictating a uniformity of 
tone in the pauses, which is extremely unpleai- 
ing. For it must be observed, that to render 
pauses graceful and expressive, they must not 
only be made in the fight places, but also be 
accompanied by proper tones of voice ; by 
which the nature of these pauses rs intimated 
much more than by their length, which can 
never be exactly measured. Sometimes, only a 
slight and simple suspension of the Voice is 
proper ; sometimes a degree of cadence is re- 
quisite ; and sometimes that peculiar tone and 
cadence, which marjc the conclusion of a period. 
In all these cases, a speaker is to regulate him- ' 
self by the manner in which be speaks, when 
engaged in earnest discourse with others. 

In reading or reciting verse, there is a pecu- 
liar difficulty in making the pauses with pro- 
priety. There are two kinds of pauses, which 
belong to the music of verse ; one at the end 



*f * line, and (be other in the middle efifc 
Rhyme always render? the former sensible, and 
compels observance of it in pronunciation. In 
blank verse it is Jess perceivable ; and, when, 
there is no suspension of the sense, it has been 
doubted, whether in reading such verse, any 
regard should be paid to the close of a line. On, 
the stage, indeed, where the appearance of 
speaking in verse should be avoided, the close 
of such lines as make no pause in tbe sense, 
should not be rendered perceptible to tbe ear. 
On other occasions, we ought, for the sake of 
melody, to read blank verse in such manner, as 
to make eaph line sensible to tbe ear. In at- 
tempting this, however, every appearance of. 
singsong and tone must be cautiously avoided. 1 
The close of a, K"e» where there is no pause in 
tbe meaning, should be marked only by so 
slight a suspension of sound* as may distinguish 
the passage .from one line to another, without 
injuring the sense. ' " ". 

The pause in the middle of. the line falls af- 
ter the 4tb, 5th, 6tb, or 7th syllable* and no 
other. )Vben this pause Coincides 'with the 
Slightest division in the sense, the, line may *be 
read with ease ; as in the two first .verses of 
Pope's Messiah : 

Ye nymphs of Soryma, begin tbe song. 

To heavenly themes subliiner strain* belong* 

But if, words, that have so intimate a connect 
tion, as not to admit even a momentary separa- 
tion, be divided from each other by this cesural 

pause j we then perceive a conflict between tbf 

*3 ■ ■ J 
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lease and sound, which renders tt ddfcuk f* 
read such lines gracefully, in such roes it Is 
best to sacrifice sound to sense. For instance 
fa the following lines of Milton : 



■! What in me Is dark, 

Illumine ; what is low, raise Mid sapper*. 

The sense clearly dictates the pidee after 
"illumine," which ought to be observed ; 
though, if melody only were td be regarded, 
*' illumine" should be connected with what fol- 
lows, and no pause made before the 4th or 6fh 
syllable. So also in the following tin* of Pope's 
Ppistte to Arbutbnot : 

I Svt ; with iad civility I read. 

The ear points out the pause as falling after 
** sad," the fourth syllable. But to separate 
" sad" and " civility" would be very bad read- 
ing. The sense allows no other pause than 
after the second syllable, " sit ;" which, there* 
fore, is the only one to be observed. 

We proceed to treat of tones in pronuncia- 
tion which are different both from emphases and 
pauses ; consisting in the modulation of tbi 
voice, the notes or variations of sound which are 
employed in public speaking. The most mate- 
rial instruction which can be given on this sub- 
ject, is to form the tones of public speaking up- 
on the tones of animated conversation. Every 
one, who is engaged in speaking on a subject 
which interests him nearly, has an eloquent; of 
persuasive tone and manner. But* wtfttt I 
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Speaker departs from his natural ton© of expres- 
sion ,he becomes frigid and un persuasive. Noth- 
ing is more absurd than to suppose, ibat as soon 
as a speaker ascends a pulpit, or rises in, a pub- 
lic assembly, he is instantly to lay aside the voice 
With which he expresses himself in private, and 
to assume a new, studied tone, and a cadence, 
altogether different from his natural manner. 
This has vitiated all delivery ,and has given rise 
to cant and tedious monotony. Let every pub- 
lic speaker guard against this error. Whether 
he speak in private, or in a great assembly, le t 
biro remember that he » still speaks. Let him 
take nature for bis guide,and she will teach him 
to express his sentiments and feelings, in such 
manner, as (o make the most forcible and pleas- 
ing impression upon the minds of his hearers. 

It now remains to treat of gesture, or what id 
called action, in public discourse. The best rule 
is, attend to tbe looks and gesture, in which 
earnestness, indignation, compassion, or an/ 
other emotion, discovers itself to most advan- 
tage in the common intercourse of men ; and 
let these be your model. A public speaker 
must, bowever,adopt that manner which is most 
natural to himself. His motions and gestures 
ought all to exhibit that kind of expression 
which nature has dictated to him ; and, unless* 
this be the case, no study can prevent their ap- 
pearing stiff and forced. But, though nature i§ 
the basis on which every grace of gesture must 
be founded, yet there is room for some improve- 
ments of art* The study of action consists, 
chiefly in guarding against awkward and disa- 
greeable motions, and in learning to perform 1 
»4 
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such as are natural to the speaker, in the most 
graceful manner. Numerous are the rates 
which writers have laid down for the attaitfrtient 
of a proper gesticulation. But written instruc- 
tions on ibis subject can be of little service. To 
become useful, they must be exemplified. A 
few of the simplest precepts-, however, may be 
observed with advantage. Every 9peakershoulti 
study to preserve as much dignity as possrole 
in the attitude of his body. He should general- 
ly prefer an erect posture ;* bis position should 
be firm, that he may have the fullest and freest 
command of all hi* motions. If any inclination 
be used, it should be toward the hearers, which* 
is a natural expression of earnestness. The 
countenance should correspond with the nature 
of the discourse ; and, when no particular emo- 
tion is expressed, a serious and manly look hi 
always to be prefered. The eyes should never 
be fixed entirely on any one object, but itrtrte 
easily round the audience. In motion, made 
with the hands, consists the principal part of 
gesture, in speaking. It is natural for the right 
hand to be employed more ffeqtteritl jr than the 
left. Warm emotions require the exercise of 
them both together. But, whether a speaker 
gesticulate with one, or with both his brfnds, if 
is important that all his motions be easy and un- 
restrained. Narrow and confined movements 
are usually ungraceful ; and consequently .mo- 
tions made with the bands, should proceed from* 
the shoulder, rather than from the elbow. Per- 
pendicular movements are to be avoided. Ob- 
lique motions, are most pleasing and graceful* 
Sudden and rapid motions, are seldom good* 



Earnestness c^d be fuHy expressed without tMr 
assistance, 

Wi cannot conclude tkis snbject, without 
earnestly admonishing every speaker to guard 
*£airi t affectation, which is thd destruction of 

food delivery. Let hi* manner, whatever it be, 
e bis own ; neither imitated from anotber,nof 
tsken from some imaginary model,* hie h is un- 
hataraHo biit. Whatever m native, though at- 
tended by several defects ,iat like)/ to pfease,be- 
cawse it shows us Wfc man ; and because it has 
the appearance of proceeding from the heart. 
To attain a delivery, eatr&rtely correct and 
Jpacefol, is what few can expect ; since so ma- 
ny natural talents most banco/ in its formation. 
Bui to acquire a forcible Slid persuasive man- 
ner, is within 'he power of mo£t persons. They 
need only to dismiss had habits, follow nature, 
and speak in public as they do'in private,when 
they speak in earnest* and frfem the heart. 
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To those who ate intidu* to etcel in any of 
the higher kinds of oratory, nothing is ntore 
necessary than to cultivate habits of the several 
virtues, and to refine and improve their moral 
feelings. A true orator must possess' generous 
sentiments, warm feelings, and a mind, ' turned 
toward admiration of those great and high ob- 
jects, which men are by nature formed to ven- 
erate. Connected with the manly virtues, he 
fefcdtild possess strong and tender sensibility to 
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411 the injuries, distresses, and sqrrows of trii 
fellow creatures. 

Next to moral qualifications, what is most 
requisite for an orator, is a fund of knowledge* 
There is no art, by tfhich eloquence can be 
taught, in any sphere, without a sufficient ac- 
quaintance with what belongs to that sphere. 
Attention to the ornaments ot style, can only 
assist an orator* hj setting off to advantage, the 
ftodk of materials which* be possesses ; but the 
materials themselves must be derived from 
other sources than from rhetoric A pleader 
must make himself completely acquainted with 
the law ;, be must possess all that (earning and 
experience, which can be useful for supporting 
a cause, or convincing a judge. A preacher 
must apply himself closely to the study of di- 
vinity, of practical religion, of morals^ and of 
human nature ; that he may be rich in all top- 
ics of instruction ana 1 persuasion. He, who 
wishes to excel in the Supreme council of the 
nation, or in any pubjjc- assembly, should be 
thoroughly acquainted w[tb the business that 
belongs to such assembly ; and should attend 
with accuracy to all the facts, which may be the 
subject of question or deliberation* 

Beside the knowledge peculiar to hif profes- 
sion^ public speaker should be acquainted with 
the general circle of polite literature. Poetry 
he will find useful for embellishing his style, 
for suggesting lively images, or pleasing illu- 
sions. History may be still more advanta- 
geous ; as the knowledge of facts, of eminent 
characters, and of the course of human affairs, 
finds place on many occasions. Deficiency of 
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11. 
knowledge* even itt subjects not immediately 

connected with his profession, will expose* 

public speaker to matoy disadvantages, and giv* 

his rivals, who are better qualified, a decided 

superiority. 

T6 every one, wlio w'iShes to ercer in elo- 
quence, application and industry cannot be too 
much recommepded. Without this, it is im- 
possible to excel in any thing. No one ever 
became a distinguished' pteader, or preacher, 
or speaker, in any assembly, without previous 
labour and application. Industry, indeed,rs not 
only necessary to every valuable acquisition ; 
but It is designed, by Providence, as thte season* 
ing of every pleasure, without which, Kfe i* 
doomed to languish. No enemy is so destruc- 
tive, both to honourable attainments, and to the' 
real and spirited enjoyment of life, as that re- 
laxed state of mind, which proceeds from indo- 
lence and dissipatibh. He, who is destined to 
excel in' any art,will be distinguished by enthu- 
siasm for that art ; which, firing hrs nVind with 
the object in view, will dispose hrm to relish 
every necessary labour. This was the charac- 
teristic of the great men of antiquity ; and tbiy 
must distinguish moderns who wish to imitate 
them. This honourable enthusiasm* should 
be cultivated by students in oratory. Tfit be 
wanting to youth, manhood will flag exceed- 
ing^- 

Attention to the best models, contributes 

greatly to improvement m the arts of speaking 
and writing. Every one, indeed, should en- 
deavour to have something that is his own, that 
is peculiar to himself, and will distinguish his 
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style. Genius is certainly depressed, or want 
df it betrayed, by slavish imitation. Yet, no 
genius is so original, as not to receive improve-' 
itoent from proper examples in style, composi- 
tion, and delivery. They always afford some 
new ideas, and serve to enlarge and correct' 
Our own. Tbey quicken the current of thought, 
and excite emulation. ' 

In imitating the style of a favourite author, 
a material distinction should be observed, be-* 
tween written and spoken language. These 
are, in reality, two different modes of commu- 
nicating ideas. In books, we expect correct* 
ness, precision,all redundancies pruned, all rep* 
etitions avoided, language completely polished. 
Speaking allows a more easy, copious style, 
and less confined by rule ; repetitions may of- : 
ten be requisite ; pa i en theses may sometimes 
be ornamental ; the same thought mast often' 
be placed in different points of view ; since the 
hearers can catch it only from the mouth of the 
speaker, and have not the opportunity, as in 
reading, of turning back again, and of con tern- 
plating, what they do not entirely comprehend. 
Hence the style of many good authors would 
appear stiff, affected, and even obscure, if trans* 
ferred into a popular oration. How unnatural, 
for instance, would Lord Shaftsbury's sentences; 
sound in the mouth of a public speaker ? Some 
kinds of public discourse indeed ; such, as that ' 
of the pulpit, where more accurate preparation 
and more studied style, are allowable, would 
admit such a manner better than others, which 
are expected to approach nearer to extempo-' 
raaeous speaking. But, still, there is genera If/ 
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sueh a difference between a composition, in- 
tended only to be read, and one proper to be 
spoken, as should caution us against a close an^ 
improper imitation. 

The composition of some authors approaches 
nearer to the style of speaking, than that of 
ptbers,and they may therefore be imitated with 
more safety, in our own language, Swift and 
Boll ng broke* are of this description. The tor* 
mer, though cor feet, preserves the easy and 
natural manner of an unaffected speaker. The 
style of the latter is more splendid ; hut still it 
is th? style of speaking, or rather pf declara- 
tion. . 

Frequent exercise, both in composing and 
speaking, is a necessary mean of improvement. 
That kind of composition is most useful, which, 
is connected with the profession, or sort of pub- 
lic speaking, to which persons devote them- 
selves. This they should ever keep ip view, 
and gradually Inure themselves to it. At the 
same time, they should be cautious not to allow 
themselves to compose negligently on any oc- 
casion. He, who wishes to write or speak 
Correctly, should, in the most trivial kind of 
comport roftjin writing a letter, or even in com- 
mon conversation, study to express himself with 
propriety. By this, we do not mean that he 
is never to write or speak, but in elaborate 
and artificial language. This would introduce 
stiffness and affectation, infinitely worse than 
the greatest negligence. But we must observe, 
that there is, in every thing, a proper and be- 
coming manner ; and, en 1 the contrary, then? 
if also »$ awkward performance of the sanap 
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thing. The becoming manner is often tb* 
most light, and; seemingly most careless ; but 
taste and attention are requisite to seize the 
just idea of it. That idea, when acquired, should 
be kept in view, and upon it should he formed, 
whatever we write or speak. 

Exercise* in speaking have always been re- 
commeuded 10 students ; arid, when under 
proper regulation, must be of great use. Those 
public ana promiscuous societies, in which 
numbers are brought together* who are fre- 
quently of low stations and occupations ; who 
are connected by no common bond of union, 
except a ridiculous rage for public speaking, 
and nave no other object in view, than to ex* 
titbit their supposed talents, are institutions not 
only useless, but injurious. They are calcu- 
lated tp become seminaries of licentiousness, 
petulance, and faction Even the allowable 
meetings, into which students of Oratory may 
form themselves, need direction, in order to 
render them useful. If tbeir subjects of dis- 
course be improperly chosen ; if they support 
extravagant or indecent topics; if they in- 
dulge themselves in loose and flimsy declama- 
tion ; or accustom themselves without prepar- 
ation to speak pertly, on all subjects, they will 
unavoidably acquire a very faulty and vicious 
taste in speaking. It should, therefore be re- 
commended to all those who are members of 
such societies, to attend, to the choice of their 
subjects ; to take care that they be useful and 
manly, either connected with the course o( 
their studies, or related to morals and taste, to 
action and life. They should also be temperafca, 
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m the practice of speaking ; not speak too often, 
■or on subjects of which they are ignorant ; 
but only when tkey hare proper materials for a 
discourse, and bave previously considered and 
digested the subject. In speaking, they should 
be cautious always to keep good sense and 
persuasion in view, rather than a show of elo- 
quence. By these means they will gradually 
form themselves to a manly, correct, and per* 
suasive manner of speaking. 

It may now he asked, x>f what use will the 
study of critical and rhetorical writers be, to 
those who wish to exxel in eloquence ? They 
jcertainly ought not to be neglected ; and yet, 
perhaps, very much cannot be expected from 
them. It is, however* from the .original an- 
cient writers, that the greatest advantage may 
be derived ; and it is a disgrace to any one, 
whose profession calls him to speak in public, 
to be unacquainted with them. In all the an- 
eient rhetorical writers, there is indeed one de • 
feet ; they are too systematical. They aim at 
doing too much ; at reducing rhetoric to a per- 
fect art, which may even supply invention with 
materials, on every subject : so that one would 
suppose they expected to form an orator by 
pule, as they would form a carpenter. But in 
reality all that can be done, is to assist and en.* 
lighten taste, and to point out to genius the 
course it ought to bold. 

Aristotle was the first, who took rhetoric out 
of the hands of the sophists, and founded it ou 
reason and solid sense. Some of the profou rid- 
es t observations, which have been made on the 
passions and manners of men* are to be founf 
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in his Treatise on Rhetoric ; though in this, ai 
in all his Writings, his great conciseness ofte* 
renders him obscure. The Grtek rhetoricians, 
*rho succeeded him, most of whom are now 
lost, improved on his foundation. Two of them 
still remain, Demetrius Phale reus, and Diony- 
«os of Haiicarnassus. Both wrote on the con- 
struction of sentences, and deserve to be con- 
suited ; particularly Dionysius, who is a very 
accurate and judicious critic. 

To recommend the rhetorical writings of 
Cicero is superfluous. Whatever, on the sub- ' 
ject of eloquence, is suggested, by so great at) 
orator, must be worthy of attention. His most 
extensive work, On this Subject, is that BeOra- 
tore. None of bis writings are more highly 
finished than this treatise. The dialogue is po- 
lite; the characters are well supported, and 
the management of the whole is beautiful and 
pleasing. The Orator yd M. Brvtum, is also a 
valuable treatise ,* and indeed, through ail Cice- 
ro's rhetorical works, are displayed those sob* 
lime ideas of eloquence, which are calculated 
to form a just taste, and to inspire that enthusi- 
asm for the art, which is highly conducive to 
excellence. 

But of all ancient writers, on the subject of 
oratory, the most instructive and most useful is 
QuJntilian. His institutions abound with good 
sense, and discover a taste, in the highest de- 
gree just and accurate. Almost all the princi- 
ples of good criticism are found in them. V* 
bas well digested the ancient ideas concerning 
rhetoric, and has delivered bis instructions in. 
elegant and polished language. 
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COMPARATIVE MERIT OF THE AN- 
CIENTS AND MODERNS. 



A VERY curious question has been agitated, 
with regard to the comparative merit of the 
ancients and moderns. In France, this dispute 
was carried on with great beat, between Boileau 
and Madame Dacier, for the ancients, and Per- 
rault and La Motte, for the moderns. Even at 
this day, men of letters are divided on the sub- 
ject. A few reflections upon it may be useful. 

To decry the aneient classics is a vain at- 
tempt. Their reputation is established upon 
too solid a foundation to be shaken. Imperfec- 
tions may be traced in their writings ; but to 
discredit their works in general, can belong only 
to peevishness or prejudice. The approbation 
of the public through so many centuries, estab- 
lishes a verdict in their favour, from which, 
there is no appeal. 

In matters of mere reasoning the world may 
be long in error; and systems of philosophy 
often have a currency for a time, and then die. 
But in objects of taste there is no such fallibil- 
ity ; as they depend not on knowledge and sci- 
ence, but upon sentiment and (eeling. Now 
the universal feeling of mankind must be right ; 
Homer -anti Virgil therefore, must continue to 
stand upon the same ground which they have 
SO long occupied. 

Let, us guard, however, against blind venera- 
tion for the ancients, and institute a fair com- 
parison between them and the moderns. If the 
ancjeots had the preeminence in genius,; yet 
w 
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the modems must have some advantage ia alt 
arts, which are improved by the natural pro* 
gress of knowledge. 

Hence, in natural philosophy, astronomy, 
«bymistry, and other sciences, which rest upon 
observation of facts, the moderns have a decided 
superiority over the ancients. Perhaps too, ia 
precise reasoning, philosophers of modem 
ages are superior to those of ancient times ; as 
a more extensive literary intercourse has con- 
tributed to sharpen the faculties of men. The 
moderns have also the superiority in history 
and in political knowledge ; owing to the exten- 
sion of commerce, the discovery of different 
countries, the superior facility of intercourse, 
and the multiplicity of events and revolutions, 
which have taken place in the world. In poetry, 
likewise, some advantages have been gained,. 
in point of regularity ana accuracy. In dra- 
matic performances, improvements have cer> 
tainly been made upon the ancient models* 
The variety of characters is greater ; greater 
skill has been displayed ia the conduct of the 
plot ; and a happier attention to probability and 
decorum. Among the ancients we find higher 
conceptions, greater simplicity, and more ori- 
ginal fancy. Among the moderns, there is 
more of art and correctness, but less genius. 
But though this remark may,in general, be just, 
there are some exceptions from it ; Milton aad 
Sbakspeare are inferior to no poets in any age. 

AiLong the ancients, were many circum- 
stances, favourable to the exertiods of genius. 
They travelled much in search of learaing* 
and conversed with priests, poets, and philoso- 
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fibers* They returned home fiill of disced 
series, and fired by uncommon objects. Their 
^enthusiasm was greater ; and few being stimu- 
lated to excel as authors* their fame was more 
intense and flattering. In modern times good 
writing is less prized. We write with less ef- 
fort. Printing has so multiplied books, that 
assistance is easily protured. Hence medioc- 
rity of genius prevails. To rise beyond this, 
and to soar above the crowd.* is given to few. 

In epic poetry, Homer and Virgil are still un- 
rivalled ; and orators, equal to Demosthenes and 
Cicero, we have none. In history, we have no 
modern narration so elegant, so picturesque;, 
so animated, and interesting, as -those of Hero- 
dotus, Tbucydides, Xenppbon, Livy, Tacitus, 
*#nd Saliust. Our dramas, with all their im- 
provements, are inferior jn .poetry and senti- 
ment to those of Sophocles and Euripides. 
We have no comic dialogue that equals the 
/correct, graceful, and elegant simplicity of Te- 
rence. The elegies of Tibullus, the pastorate 
of Theocritus, and the lyric poetry of Hor- 
ace, are still unrivalled. By those, therefore, 
who wish to form their taste, and nourish their 
genius, the utmost attention must be paid to 
-the ancient classics, both Greek and Roman. 

After these reflections on the ancients and 
moderns, we proceed to a critical examination 
of the most distinguished kinds of composition 
and of .the characters of those writers, whether 
ancient or modern, who have excelled in them. 
0f orations and public discourses, much has al- 
ready been said. The remaining prose com- 
positions may bedivided into historical writing. 
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pbylosophical writing, epistolary writing, and 
fictitious history. 



HISTORICAL WRITING, 

HISTORY h a record of truth for the in- 
struction of mankind. Hence, the great requi- 
sites in a historian, are impartiality, fidelity, 
and accuracy. 

In the conduct of historical detail, the first 
object of a historian should be, to give his work 
all possible unity. History should not consist 
of unconnected parts. Its portions should be 
united by some connecting principle, which; 

" Will produce in the mind ah impression of 
something that is one, whole and entire. Pp» 
lybius, though not an elegant writer, is remark* 
able for this quality. 

A historian should trace actions and events to 
their sources. He should, therefore, be well 

' acquainted with human nature apd politics; 
His skill in the former, will enable him to de- 
scribe the characters of individuals ; and his 
knowledge of the latter, to account for the rev- 
olutions of government, and the operation of 
political causes on public affairs. With regard 
to political knowledge, the' ancients wanted 
some advantages, which are enjoyed by the 4 
moderns. In ancient times there was less com- 
munication among neighbouring states ; no in- 
tercourse by established posts, nor by ambassa- 
dors at distant courts. Larger experience too, 
of the different modes of government has im- 
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$roved the modern historian, beyond .the histo- 
rian of antiquity. 

It is however in the form of narrative, and not 
by dissertation, that the historian is to impart his 
political knowledge. Formal discussions expose 
him to suspicion of being willing Xo accommo- 
date his {acts to his theory. They have also 
an air of pedantry, and evidently result from 
want of art. For reflection*, whether moral, 
political, or philosophical, may hie insinuated in 
the body of a narrative. 

Clearness, order, and connection^ re primary 
virtues in historical narration. These are at- 
tained when the historian is complete master of 
bis subject ; can see the whole at one view ; 
and comprehend the dependence of all its parts. 
History being a dignified species of composi- 
tion, it should also be conspicuous for gravity. 
There should be "nothing mean nor vulgar in 
the style ;no quaintness, np smartness, no affec- 
tation, no wit. A history should likewise be 
interesting ; and this is the quality which chiefly 
distinguishes a writer of genius and eloquence. 

To be interesting, a historian must preserve 
& medium between rapid recital, and prol*x 
detail. He should know when to be concise, 
and When to enlarge. He should make a p rope* 
selection of circumstances. These give life, 
body, and colouring to his narration. They 
constitute what is termed 'historical painting. 

In all these virtues of narration, particularly 
in picturesque description, the ancients emi- 
nently excel. Hence, the pleasure of read» 
jng Thucydides, Livy, Sallust, and Tacitus. In 
•historical painting there are great vaqetie$» 
w2 
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Livy and Tacitus paint in very different way 9. 
The descriptions of Livy are full, plain', an*t 
Datura) ; those of Tacitus are short and bold. 

One embellishment, which the moderns nave 
laid aside, was employed by the ancients. Tbejr 
put orations into the mouths of celebrated per- 
sonages. By these they diversified their histo- 
ry, and conveyed both moral and political in- 
struction. Thucydides was the first, who adopt- 
ed this method ; and the orations, with which 
his history abounds, are valuable remains of an- 
tiquity: It i$ doubtful, however, whether thi? 
embellishment should "be allowed to the histori- 
an ; for they form a mixture, unnatural to his- 
tory, of truth and fiction. The moderns are 
more chaste, when on great occasions, the his- 
torian delivers in his own person, the sentiments 
and reasonings of opposite parlies. ' " 

Another splendid embellishment of history is 
the delineation of characters. These are con- 
sidered,^ exhibitions of fine writing ;and hence 
the difficulty of excelling in this province. Fot 
characters may be too shining and laboured! 
The accomplished historian avoids here to daz- 
zle too much. He is solicitous to give the re- 
semblance in a style equally removed from 
meanness and affectation. He studies the gran- 
deur of simplicity. 

Sound morality should always reign in histo- 
ry. A historian should ever show himself on 
the side of virtue. It is not, however, his prov- 
ince, to deliver moral instructions in a formal 
manner. He should excite indignation against 
the designing and the vicious ; and by appeals 
*& the* passions, he will not only improve his 
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reader, hut take away from the natural coolness 
of historical narration. 

In modern times, historical genius has shone 
most in Italy. Acuteness, political sagacity, 
and wisdom, are all conspicuous in Macbiavel, 
Guicciardin, Davila, Bentivoglio, and Father 
Paul. In Great Britain, history has been fash* 
ionable only a few years. For though Clar- 
endon and Burnet are considerable historians, 
they a*e inferior. to Hume, Robertson, an4 
Gibbon. 

The inferior kinds of historical composition, 
are annals, memoirs, and lives. Annals are a 
collection of facts in .chronological order; and 
the properties of an annalist are fidelity and 
distinctness. Memoirs are a species of compo- 
sition, in which an author pretends not to give a 
complete detail of facts, hut only to record 
what he himself knew, or was concerned in, or 
what illustrates the conduct of some person, or 
some transaction, which he chooses lor bis sub- 
ject. It is not therefore, expected of such a 
writer, that he possess the same profound re- 
search, and those superior talents, which are 
requisite in a historian. It is chiefly required 
of him, that he be sprightly and interesting, 
The French, during two centuries, have poured 
forth a flood of memoirs ; the most of which are 
little more than agreeable trifles. We must v 
however,except from this censure, the memoirs 
of the Cardinal de Retz, and those of the Duke 
.of Sully. The former join to a 1 i vely narrative fc 
great knowledge of human nature. The latter 
.deserve very particular praise. They approach 
to the usefulness apd dignity of legitimate his* 
n3 
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4oxy. They are full of virtue and geod sense ; 
and are well calculated to form both the heads 
and hearts of those who are designed for public 
business, and high stations in the world. 

Biography is a very useful kind of composi- 
tion ; less stately than history ; but perhaps 
not less instructive. It affords full opportunity 
of displaying the characters of eminent men, 
and of entering into a thorough acquaintance 
with them. In this kind of writing, Plutarch 
excels ; but fyis matter is better than his man- 
ner ; he has no peculiar beauty nor elegance. 
His judgment and accuracy also are sometimes 
taxed. But he is a very humane writer, and 
fond of displaying great men in the gentle lights 
of retirement. 

Before we conclude this' subject, it is proper 
to observe, that of late years, a great improve- 
ment has been introduced into historical com- 
position. More particular attention than form- 
erly, has been given to laws, customs, com- 
merce, religion, literature, and to every things 
that shows the spirit and genius of nations. It 
is now conceived, that a historian ought to 
illustrate manners, as well as facts and events. 
Whatever displays the state of mankind in dif- 
ferent periods; whatever illustrates the pro- 
gress of the hunpan mind, is more useful than 
details of sieges and battles. 



PHILOSOPHICAL WRITINGS DIALOGUE. 

ijF philosophy the professed design is instruc- 
tion. With the philosopher, therefore, style, 
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form, and dress are inferior objects. But they 
must not be wholly neglected. The same 
truths and reasonings, delivered with elegance, 
will strike more than in a dull and dry manner. 

Beyond mere perspicuity, the strictest pre«- 
sion and accuracy are required in a philosoph- 
ical writer ; and these qualities may be pos- 
sessed without dryness. Philosophical writing 
admits a polished, neat, and elegant style. It 
admits the calm figures of speech ; but rejects, 
whatever is florid and tumid. Plato .and Cicero 
have left philosophical treatises, composed with 
much elegance and beauty. Seneca is too fond 
of an affected, brilliant, sparkling manner, 
Locke's Treatise on Human Understanding, is 
a model of a clear and distinct philosophical 
style. In the writings of Sbaftsbury, on the oth- 
er hand, philosophy is dressed up with too much 
ornament and finery. 

Among the ancients, philosophical writing 
often assumed the form of dialogue. Plato is 
eminent for the beauty of his dialogues. Jn 
richness of imagination, no philosophic writer, 
ancient or modern, is equal to him. His only 
fault is the excessive fertility of his imagina- 
tion, which sometimes obscures bis judgment, 
and frequently carries bim into allegory, fiction, 
enthusiasm, and the airy regions of mystical 
theology. Cicero's dialogues are not so spiriU 
ed and characteristics! as those of Plato. They 
are however,agreeable,and well supported; and 
show us conversation, carried on among some 
principal persons of ancient Rome, with free- 
dom, good breeding, and dignity. Of the light 
and humorous dialogue, Lucian is a model ; and 
n4 
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be hasbeen imitated by Several modern writers. 
]Fontenelle has written dialogues, which are 
Uprightly and agreeable ; but his characters, 
whoever his personages be, all become French- 
men. The divine dialogues of Dr. Henry More, 
amid the academic stiffness of the age, are often 
remarkable for character and vivacity Bishop 
Berkley's dialogues are abstract, yet perspic- 
uous. 



EPISTOLARY WRITING. ' 

IN epistolary writing we expect eaSe and fa- 
miliarity ; and much of its charm depends on 
its introducing us into some acquaintance with 
the writer. Its fundamental requisites, are na- 
ture and simplicity, sprightliness and wit. The 
style of, letters, like that of conversation, should 
flow easily, it ought to be neat and correct, 
but no more. Cicero's epistles are the most 
valuable collection of letters, extant, in any lan- 
guage. They are composed with purity ami 
elegaiiGe, but without the least affectation. Sev- 
eral letters of Lord Bo ling broke and of Bishop 
Atterhnry are masterly. In those of Pope there 
is generally too much study ; and bis letters to 
]adies,in particular,are full of affectation* Those 
of Sw ift and Arbuthnot, are written .With ease 
and simplicity. Of a familiar correspondence, 
the most accomplished model, are the Je Iters of 
Madame de Sevigne. They are easy, varied, 
lively and beautiful. The letters of Lady Mary 
Wortley Montague, are perhaps more agreea-. 
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\foJto the epistolary style, than anjr in the En* 
$lisk language. 



FICTITIOUS HISTORY. 

jLiHU species of composition includes a very 
numerous, and in general a very insignificant 
class of writings, called romances and novels* 
Of these, however, the influence is <kn#wn to be 
great, both on the morals and taste of a nation. 
Notwithstanding the bad ends to which this 
mode of .writing is applied, it might be employ* 
ed for very useful purposes. Romances and 
novels describe human life and manners, and 
discover the errors into which we are betrayed 
by the passions. Wise men in all ages have 
used fables and fictions 33 vehicles of knowl- 
edge ; and it is an observation of Lord Bacon, 
thattbe common affairs .of the r w.odd are insuffi- 
cient to fill the mind of man. He must create 
worlds of his own, and wander in tbe regions 
of imagination. 

All nations whatsoever have discovered a 
love of fiction, and talents for invention. The 
Indians, Persians, and Arabians, abounded in 
fables and parables. Among tbe Greeks, we 
hear of the Ionian a,nd Milesian tales. During 
the dark ages, fiction assumed an .unusual form, 
from the prevalence of chivalry. Romances 
aro$e, and carried the marvellous to its sum- 
mit. Their knights were patterns not only of 
tbe mqst heroic courage, but of religion, - 
generosity, courtesy and fidelity ; and the he- 
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jroi&es were no less distinguished for caodesfry, 
delicacy, and dignity of manners. Of tbese ro- 
mances, the most perfect model is the Orlando 
Furioso. But, as toagfc and enchantment 
came to be disbelieved and ridiculed, the chi va- 
lerian romances were discontinued, and were 
succeeded by a new species of fictitious writing* 

Of the second stage of romance writing, 
the Cleopatra of Madame Scudert and the Arca- 
dia of 6ir Philip Sydney, are good examples. 
In these,however,there was still too large a pro- 
portion of the marvellous ; and the books were 
too voluminous and tedious. Romance writing 
appeared tberefb?e*in anew form r and dwindled 
down to the familiar novel. Interesting Bitua- 
tions in real life are the groundwork of novel 
writing. Upon this plan, the French have 
produced some works of considerable merit 
Such are the Gil Bias of Le Sage, and the Ma- 
rianne of Martvaox. 

In this mode of writing the Engtbh are infe- 
rior to the French •; yet in this kind there are 
some performances which discover the strength 
of the British genius. No fiction was ever bet- 
ter supported, than the adventures of Robinson 
Crusoe. Fielding's novels are highly distin- 
guished for humour and boldness of character; 
Richardson, the author of Clarissa, is the most 
moral of all our novel writers ; but he possesses 
4 he unfortunate talent of spinning out pieces of 
amusement into an immeasurable length. The 
trivial performances which daily appear under 
the title of lives, adventures, and histories,, by 
anonymous authors, are most insipid, and, it 
must be confessed, often tend to deprave the 
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morals, and to encourage dissipation and idle- 
ness. ' " * 



^ATtTRE OF POETRY. ITS OKTGJN AN0 
* PROGRESS. VERSIFICATION. 

* 

fYHAT, it may be asked, is poetry ? and 
how does it differ from prose ? Many disputed 
have been maintained among critics upon these 
Questions. The essence of poetry is supposed 
by Aristotle, Plato, and others, to consist in fic- 
tion. ~ But this is too limited a description. 
Many think the characteristic of poetry lies in 
imitation. But imitation of manners and cha- 
racters, may be carried on in prose, as well as 
in poetry. 

Perhaps the best definition is this, " poetry 
is the language of passion, or of enlivened 
imagination, formed most commoly into regular 
numbers." As the primary object of a poet is 
to please and to move, it is to the imagination 
and the passions that he addresses himself. It 
is by pleasing and moving, that be aims to in- 
struct and reform. 

* Poetry is older than prose. In the beginning 
of society there were occasions, upon which 
men met together for feasts and sacrifices, 
when music, dancing, and songs were the chief 
entertainment. ' The meetings of American 
tribes are distinguished by music and songs. 
In songs,they celebrate their religious rites and 
martial achievements ; and in such songs we 
trace the beginning of poetic composition. 
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Man is, by nature, both a poet and ntaisicia^. 
The same impulse which produced a poetic 
style, prompted a certain melody or modulation 
of sound, suited to the emotions of joy orgrie^ 
love or anger. Music and poetry are united ift 
song, and mutually assist and exalt each other* 
The first posts sung their own verses. Hence 
the origin of versification, tfr the arrangement 
of words to tune or melody. 

Poets and sofegs are the first objects that 
make their appearance in all nations. Apollo, 
Orpheus and Ampbion were the first tamers of 
'mankind among the Greeks. The Gothic na- 
tions bad their scalders, or poets. The Celtic, 
tribes bad their bards. Poems and songs are 
among the antiquities of all countries; and, as 
the occasions of their being composed are near* 
Jy the same, so they remarkably resemble 
each other in style. They comprise the cele- 
bration of gods, and heroes, and victories. They 
abound in fire and enthusiasm ; they are wila\ 
irregular, and glowing. 

During the infancy of poetry, all its differ- 
ent kinds were mingled is the same composi* 
tlon ; but in' the progress of society, poems as- 
sumed their different regular forms. Time 
separated into classes the several kinds of poet ie 
composition. The ode, and the elegy, the epic 
poem, and the drama, are all reduced to fuJe^ 
and exercise the acuteness of criticism. 
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ENGLISH VERSIFICATION. 

J^IATIONS, whose language and pronuncia- 
tion were musical, rested their versification 
chiefly on the quantities of their syllables ; but 
inere quantity has very little effect in English 
verse. ; For the difference, made between long 
and short syllables, in our manner of pronounc- 
ing them, is very inconsiderable. ' ' ' 

The only perceptible difference amopg our 
syllables, arises from that strong percussion of 
voice, which is termed accent. This accent, 
however, does not always make the syllable 
longer, but only gives it more force of sound ; 
and it is rather upon a certain order and .suc- 
cession of accented, and unaccented syllables, 
than upon their quantity, that the melody of 
pur verse' depends. ' ' - K 

In the constitution of pur verse, there isa- 
nother essential circumstance. This is, the 
cesural pause, which falls near the middle of 
each line. This pause may fall after the fourth, 
fifth, sixth, or seventh syllable ; and by this 
faiean, uncommon variety and richness are ad- 
ded to English versification. 

Our English verse is of Iambic structure, 
composed of a nearly alternate succession of 
unaccented and accented syllables. When the 
pause falls earliest, that is, after the fourth syl- 
lable, the briskest melody is thereby formed. 
Of this, the following lines from Pope, are a 
happy illustration ; ' "\ 
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On ber white breast | a sparkling cross she woflt, 
Which Jews might kiss | and infidels adore ; 
Her lively looks I a sprightly mind disclose, 
Quick, as ber eyes, | and as unfix'd as those. 
Favours to none, | to all she smiles extends, 
Oft she rejects, j -but never oBce offends. 

When the pause falls after the fifth syllable, 
dividing the line into two equal portions, the 
melody is sensibly altered. The verse, losing 
Ibe brisfc air of the former pause, becomes 
more smooth and flowing. 

Eternal sunshine | of the spotless mind, 

Bach prayer accepted, | and each wish resign'd. 

When the pause follows the sixth syllable, 
the melody becomes grave. The movement 
•f the verse is more solemn and measured* 

The wrath of Peleus'son, | the direfol spring 
Of all the Grecian woes, j O goddess, sing* 

The grave cadence becomes still more sen- 
sible, when the pause follows the seventh syl- 
lable.'" This kind of verse, however, seldom 
dgnctfrs ; atf d its effecj is |0 diversify the mel- 

3ume 

ve pared in the smooth* descriptive | murmur still 

compoi S lov'd, adorM kteas, \ all Adieu, : 

tnd J' blank v»rse is a noble, bold, and di T 

w -jeredmode of versification. It is }$ fat 

1 si the full close which rhyme forces i| ijpt* 

the ear at the end of every couplet. Hen i 

is peculiarly suited to subjects ot dignity V 

force. It is more favourable than rbymJ ., 
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the sublime, and highly pathetic. It is the 
most proper for an epic poem, and for tragedy. 
Rhyme finds its proper place in the middle 
regions of poetry ; and blank verse in the 
highest. 

The present form of our English heroic 
rhyme, in couplets, is modern. The measure 
used in the days of Elizabeth, James, and 
Charles I. was the stanza of eight lines. Wal- 
ler was the first, who introduced couplets ; and 
Dry den established the usage. Waller smooth- 
ed our verse, and Dry den perfected it. The 
versification of Pope is peculiar. It is flowing, 
smooth, and correct, in the highest degree. He 
has totally thrown aside the triplets so common 
in Dry den. In ease and variety, Dry den ex- 
cels Pope. He frequently makes his couplets 
run into one another, with somewhat of the 
freedom of blank verse. 
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J|T was not before men had begun to assero 7 
in great cities, and the bustle of courts and Jfeture, 
societies was known, that pastoral p' on of 
.assumed its present form. From the tu. <uhe 
[of a city life, men looked back with cC £}- 
[placehcy to the innocence of rural re ti rem eft 
!q the court of Ptolemy, Tbeocritus wrote the' 
[trst pastorals with which we are acquainted ; 
]i in the court of Augustus, Virgil imitate^ 



2 IS Pastoral Poetry. 

The pastoral is a very agreeable species of 
poetry. It lays before us tbe gay and pleasing 
scenes of nature. It recalls objects which are 
commonly the delight of our childhood and 
youth. It exhibits a life, with which we asso- 
ciate ideas of innocence, peace, and leisure. It 
transports us into Elysian regions. It presents 
many objects favourable to poetry ; rivers and 
mountains, meadows and hills, rocks and trees, 
flocks and shepherds void of care. 

A pastoral poet is careful to exhibit whatever 
is most pleasing in the pastoral state. He 
paints its simplicity, tranquillity, innocence, 
and happiness ; but conceals its rudeness and 
misery. If his pictures be not those of real 
life, they must resemble it. This is a general 
idea of pastoral poetry. But, to understand it 
more perfectly, let us consider, 1. Tbe scene- 
ry ; 2 The characters ; and lastly, the sub- 
jects it should exhibit. 

The scene must always be in the country ; 
and tbe poet must have a talent for description. 
In this respect, Virgil is excelled by Theocri- 
tus, whose descriptions are richer and more 
picturesque. In every pastoral, a rural pros- 
pect should be drawn, with distinctness. It is 
not enough to have unmeaning groups of roses 
and violets, of birds,breezes, and brooks thrown 
together. A good poet gives such a landscape 
as a painter might copy. His objects are par- 
ticularized. The stream, the rock, or tbe tree, 
so stands forth, as to make a figure in the im- 
agination! and give a pleasing conception, of 
the place where we are. 
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In his allusions to natural objects as well as 
in professed descriptions of the scenery, the po- 
et must study variety. He must diversify his 
face of nature by presenting us new images. 
He must also suit the Scenery to the subject of 
his pastoral ; and exhibit nature under such 
forms, as may correspond with the emotions and 
sentiments he describes. ' Thus Virgil, when 
he gives tjbe lamentation of a despairing lover, 
communicates a gloom to the scene. "' 

Tan turn inter densas, umbrosa cacumina, fagos, 
.Assdiue venietfat ; ibi hsec incondi Callus "' 
Montibus etsylfri* studio jactabat inani. 

With regard to the characters in pastorals it 
is not sufficient, that they be persons residing 
in the country. Courtiers and citizens, who 
resort thither occasionally, are not the charac- 
ters, expected in pastorals. We expect to be 
entertained by shepherds, or persons wholly 
engaged in rural occupations. The shepherd 
must be plain and unaffected in his manner of 
thinking;, An amiable simplicity must be the 
ground work of his character ;* though there is 
no necessity (of his being dull and' insipid. ' He 
may have good sense and even vivadity ; tender 
and delicate 'feelings. ' But he must never deal 
in* general reflections, or abstract reasonings; 
nor in conceits of gallantry ; for these are con- 
sequences oi refinement. When Aminta lo 
Tasso is disentangling his mistress's hair from 
the tree, to which a savage had bound it ; he is 
made to say, " Cruel tree, how couldst thou in- 
jure that lovely hair, which did thee so much 
honour ? Tby rugged trunk was not worthy 
o 
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of so lovely knots. What advantage have thfc 
servants of love, if those precious chains are 
common to them and to trees ?" Strained sen- 
timents, like these, suit not the woods. The 
language of rural personages is that of plain 
sense and natural .reeling ; as in the following 
beautiful lines of Virgil ; 

Septbtiff id nostris parvam te roscida mala 
(Dux ego vester eram) vidi cum matre Icgcntem ; 
Alter ab. undttiojQ turn me jam eeperat annus, 
Jam fragiles poteram a terra contingere ramods, 
Ut vidi, ut perii, ut me malus abstulit error \ 

The next inquiry is, what are the proper sub- 
jects of pastorals ? For it is not enough, that 
the poet give us shepherds discoursing togeth- 
er. Every good poem has a subject, that in some 
way interests us. In this lies the difficulty of 
pastoral writing. The active scenes of country- 
life are too barren of ineidents. The condition 
of a shepherd has lew things in it that excite 
curiosity or surprise. Hence of all poems the 
pastoral is most meagre in subject, and least 
diversified in strain. Yet this defect is not to 
be ascribed solely to barrenness of subjects. It 
is in a great measure the fault of the ppet. . For 
human nature and human passions are much the 
same in every situation and rank of life. What 
a variety of objects within the rural sphere do 
the passions present ! The struggles apd ambi- 
tion of shepherds ; their adventures ; their dis- 
quiet and felicity ; the rivalship of lovers ; un- 
expected successes and disasters ; are all prop- 
er subjects ior the pastoral qause. 
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Theocritus and Virgil are the two great fath- 
ers ofpastofal writing. For simplicity of sen- 
timent, barm«ny of numbers, and richness of 
scenery, the former is highly distinguished. 
But he sometimes descends to ideas that are 
gross and mean, and makes his shepherds abu- 
sive and immodest. Virgil on the contrary, 
preserves the pastoral simplicity without any 
offensive rusticity. 

Modern writers of pastorals have, in general, 
imitated the ancient poets. Sannazarius, how- 
ever^ Latin poet, in the age of Leo X. attempt- 
ed a bold innovation, by composing piscatory 
eclogues, and changing the scene from the 
woods to the sea, and the character from shep- 
herds to fishermen. But the attempt was so 
unhappy that he has no follower*, The toil- 
some life of fishermen has nothing agreeable to 
present to the imagination. Fishes and ma- 
rine productions have nothing poetical in them. 
Of all the moderns, Gesner, a poet of Switzer- 
land, has been the most happy jn pastoral com- 
position. Many new ideas are introduced in 
bis Idyls. His scenery is striking, and his de- 
scriptions lively. He i3 pathetic, and writes to 
the heart. Neither the pastorals of pope, nor 
of Philips, do much honour to, English poetry. 
The pastorals of Pope are barren ; their chief 
merit is the smoothness of the numbers. Phil- 
ips attempted to be more simple and natural, 
than Pope ; but wanted genius to support the 
attempt. His topics, like those of Pope, are 
beaten ; and instead of being natural or simple, 
he is flat and insipid. Shenstone's pastoral 
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ballad is one of the most elegant poems of thjer 
kind in the English language. . , 

In latter times, pastoral writing has been ex- 
tended into regular drama ; and this is the chief 
improvement the. moderns have wade in it. 
Two pieces of this kind are highly celebrated, 
Guarini's Pastor Fido, and Tasao's Aminta. 
Both possess great beauties. ; but , the latter Js 
the preferable po'emv because less intricate,and 
less affected ; though not wholly free from Ital- 
ian refinement. As a poem, however, it has 
great merit. The poetry is pleasing and gen- 
tle, and the Italian "language confers on' jit 
much of that softness, which is suited to tbe 
pastoral. . , x . 

The (2e*tle Shepherd of Allan Ramsay, is. a 
pastoral 4rama, which will bear comparison with' 
any composition of the kind, in any language. 
To this admirable pOem it. is a disadvantage, 
that it is written in the old rustic dialect of 
Scotland, which must soon be obsolete ; and it 
is a farther disadvantage, that it is formed so 
entirely on the rural manners of Scotland, that 
none,but a native Of that country, can thorough- 
ly understand and relish it. (t is full of natural 
description, and excels in tenderness of senti- 
ment The characters are "well drawn, the in- 
cidents affecting, the scenery and manners live- 
ly and just. 
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LYfllC POETRY. 

THE ode is a species of poetry, which hat 
much dignity, and in which many writers in 
every age have distinguished themselves. Ode 
in Greek is the same With song or hymn ; and 
lyric poetry implies, tjiat the verses are accom* 
panied with a lyre or musical instrument. In 
the ode, poetry retains its first form and its orig- 
inal anion with music. Sentiments commonly 
constitute its subject. It recites not actions. 
Its spirit and the manner of its execution mark 
rts character. It admits a bolder and mere pas- 
sionate strain than is allowed in simple recital. 
Hence the enthusiasm that belongs to it. 
Hence that neglect of regularity, those digres- 
sions, and that disorder, it is supposed to admit. 
'All odes may be classed under four denom- 
inations. v 1. Hymns addressed to God, or com- 
posed on religious subjects. 2. Heroic odes, 
which concern the celebration of heroes, and 
great actions. 3. Moral and philosophical 
odes, which refer chiefly to virtue, friendship, 
and humanity. 4. Festive and amorous odes, 
which are calculated merely for amusement and 
pleasure. 

* Enthusiasm being considered as the charac- 
teristic of the ode, it has often degenerated into 
licentiousness. This spedes of writing has, 
above all others, be en infected by want of order, 
method, and connection. The poet is out of 
sight in a moment. He is so abrupt and ec- 
centric, so irregular and obscure, that we canno* 
follow him. It is not indeed necessary that tin 
02 
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Structure of the ode be so perfectly Tegular *% 
an epic poem. But in every composition there 4 
pugjjt to be a w^ole ; and this whole, shotfld 
consist of connected parts. The transition 
from thought to thought, may \>e light and del- 
icate, but the connection of ideas should fye pre- 
served : the author should think, and not rave,. ' 

Pindar, the father of lyric poetry ^as led his 
imitators in{o enthusiastic wildness. They im- 
itate his disorder, without catching his spirit. 
|n Horace's odes every thing is correct, har- 
monious, and happy* His elevation is moder- 
ate, not rapturous.. Grace and elegance are his 
characteristics. l He supports a moral senti- 
ment with dignity, touches a gay one with fe- 
licity, and has the art of trifling most agreea- 
bly. His language too, is most fortunate. ' * 

Many Latin poets of Ia{er ages have imitate^ 
)iim. Casimir, , a Polish poet of the last centu- 
ry, is of this number ; and discovers a consid- 
erable degree of original genius and poetic fire. 
He is, however, far inferior to the Roman, in 
graceful expression^ |3uchanan, in some of his 
lyric compositions is very elegant and classical! 

}p our own language, Dryden's ode on St. 
Cecilia, is well known. Mr. Gray, in some of 
his odes, is celebrated for tenderness and sub- 
limity V and in Dodsley's Miscellanies are sev- 
eral, very beauti&l lyric poems. Professedly 
Pindaric odes are seldom intelligible. Cowley 
is doubly harsh in his Pindaric compositions. 
His Anacreontic odes are happier ; and, per- 
haps, the most agreeable and perfect in their 
kind of all his poems. 
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DIDACTIC POETRY. 

OF didactic poetry, it is the express intention 
to convey instruction and knowledge. It may 
be executed \m different ways. The poet may 
treat some instructive subject in a regular form ; 
or without intending a grjeat or regular work, 
he may inveigh against particular vices, or 
make some moral observations on human life 
and characters. 

The highest species of didactic poetry is a 
regular treatise on some philosophical, grave, 
•r useful subject. Such are the books of Lu- 
cretius de Rerum Natura, thje Georgics of 
Virgil, Pope's Essay on Criticism, Akenside's 
Pleasures of the Imagination, Armstrong en 
Health, and the Art of Poetry, py Horace, 
Vida, and Boileau. 

Fn all such works, as instruction is the pro- 
fessed object, the chief merit consists in sound 
thought, just principles, and apt illustrations. 
It is necessary, however, that the poet en- 
liven his lessons by figures, incidents, and poet- 
ical painting. Virgil in his Georgics, embel- 
lishes the most trivial circumstances in rural 
life. When he teaches that the labour of the 
farmer must begin in spring, lie expresses 
himself thus : 

Vere novo geli Jus canis cum montibus humor 
Liquitur, et Zephyro piitris ie gleba resolvit ; 
Debremo incipiat jam turn rafhi Taurus aratro 
Jttjemwe, et sulco attritus splentlescere vomer. 
o3 
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In all didactic works such method is requi- 
site, as will clearly exhibit a connected train of 
instruction. With regard to episodes and 
embellishments, writers of didactic poetry are 
indulged great liberties. For in a poetical per- 
formance, a continued series of instruction, 
without embellishment soon fatigues. The di- 
gressions in the Georgics of Virgil, are his prin- 
cipal beauties. The happiness of a country 
life, the fable of Aristeus, and the tate of Orph- 
eus and Eurydice, cannot be praised too much. 

A didactic poet ought also to connect his 
episodes with his subject. In this, Virgil is 
eminent. Among modern didactic poets, Aken- 
side and Armstrong, are distinguished. The 
former is rich and poetical ; ' but the latter 
maintains greater equality, and more chaste 
and correct elegance. 

Of didactic poetry, satires and epistles run 
into the most familiar style. Satire seems to 
have been at first a relic of ancient comedy, 
the grossness of which was corrected by Ennius 
and Lucilius. At length, Horace brought it 
into its present form. Reformation of manners 
is its professed end ; arid vice and vicious 
characters are the objects of its censure. There 
are three different modes, in which it has been 
conducted by the three great ancient satirists, 
Horace, Juvenal, and Persius. 

The satires of Horace have not much eleva- 
tion. They exhibit a measured prose. Ease 
and grace characterize his manner ; and he 
glanpes rather at the follies and weaknesses of 
jnankind, than at their vices. <He smiles while 
he reproves. He moral wes like a sound phi* 
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losopber, but with tbe politeness of a courtier. 
Juvenal is more declamatory and serious ; and 
has greater strength and fire. Persius has 
distinguished himself by a noble and sublime 
morality. 

Poetical epistles, when employed on moral 
or critical subjects, seldom rise into a higher 
strain of poetry, than satires. But in the epis- 
tolary form, many other subjects may be 
treated ; as love, poetry, or elegiac. The 
ethical epistles of Pope are a model ; and in 
them he shows the strength of his genius. 
Here he had a full opportunity for displaying 
his judgment and wit, his concise and happy 
expression, together with the harmony of his 
numbers. His imitations of Horace are so 
happy; that it is difficult to say, whether the 
original or tbe copy ought to be most admired. 

Among moral and didactic writers, Dr. 
Young ought not to be passed over in silence. 
Genius appears in all his works ; but his Uni- 
versal Passion may be considered, as possessing 
the full merit of that animated conciseness/ 
particularly requisite in satirical and didactic 
compositions. At the same time, it is to be 
observed, tWt his wit is often too sparkling, 
and bis sentences too pointed In his Night 
Thoughts there is great energy of expression, 
several pathetic passages, many happy images, 
and many pious reflections. But the senti- 
ments are frequently overstrained and turgid, 
and the style harsh and obscure. 

o4 
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DESCRIPTIVE POETRY. 

IN descriptive poetry J the highest exertions of 
genius may be display ed.\ (jn genera), indeed, 
description istintroduced as an embellishment* 
not as the subjlct of a regular work] It h the 
test of a poet's imagination, and always dis- 
tinguishes an original from a second rat* 
genius. (A writer of an inferior class, sees 
nothing new or peculiar in the object he wouM 
paint A his conceptions are loose and vague i 
and his expressions feeble and generah) A 
true poet places an object before oils- eyes. J He 
gives it the colouring of life ,* a painter might 
copy from him. 

\Fhe great art of picturesque description lies 
Sn the selection of circumstances^ these ought 
never to be vulgar or common. ^ They should 
mark strongly the object. No general descrip- 
tion is good ; all distinct ideas are formed npe4 
particulars. There should also be uniformity 
in the circomstamces selected. In describing 
a great object, every circumstance brought for- 
ward should tend to aggrandize ; and in de* 
scribing a gay object, all the circumstances 
should tend to beautify it. Lastly, the circunv 
atances in description should be expressed will 
conciseness and simplicity 

The largest and fullest descriptive perform- 
ance, in perhaps airy language, is Tbon*- 
Son's Seasons £ a work, wbkth possesses very 
Uncommon merit. The style is splendid 
and strong, but sometimes harsh and indis- 
tinct. ' He is an animated and beautiful de~ 
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seriber ; for he had a feeling heart, and a 
warm imagination. He studied nature with 
care ; was enamoured of her beauties ; and 
bad the happy talent pf painting them like a 
master. To show the power of a single well 
chosen circumstance in heightening a descrip- 
tion, the following passage may be produced 
from his Summer, where, relating the effects 
of beat in the torrid zone, he is led to take 
notice of the pestilence that destroyed the 
English fleet at jCarthagena, under Admiral 
Vernon. 



You, gallant Vernon, saw 



The miserable scene ; you, pitying saw 
To infant weakness sunk the warrior 9 * arm; 
Saw the deep racking pang ; the ghastly form ; 
The lip pale quivering, and the bf am less eye 
No more with ardour bright ; you heard the groans 
Of agonizing ships from shore to shore ; 
Heard nightly plung'd amid the sullen waves 
The frequent corse. ' — 

AM the circumstances here selected, tend to 
heighten the dismal scene ; but the last image 
is the most striking in the picture^ 

Of descriptive narration, there are beautiful 
examples, inyParnell's Tale of the Permit.* the; 
setting forth oTrhe hermit to visit the world, bis 
meeting a companion, and the houses in whjob 
they are entertained, of the vain man, the cov- 
etous man, and the good man, are pieces of 
highly finished paintingTt But the richest and 
the .most remarkable ot all the descriptive 
poems in the English language, are the -Allegro 
and % Penseroso of Mittony Tbey are the 
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storehouse,whence many succeeding poets fane 
enriched tb^ir descriptions, and are immtabl\y 
fin* poems. » Tabe, for instance, the feiiowisg 
Jines from the Penseroio j 



•— I walk unseen 



On the dry, smooth shaven green, 
To behold the wandering moon 
Riding near her highest noon ; 
Ami oft, as if her head she bowM, 
Stooping through a fleecy cloud. 
Oft on a plat of rising ground 
I hear the. far off curfew sound. 
Over some wide watered shore 
Swinging slow with solemn roar ; 
Or, if the air will not permit, 
£ome still removed place will sit, 
Where glowing embers through the room 
'Teach light to counterfeit a gloom ; 
fc'ar from all resort of mirth, 
Save the cricket on the hearth, 
Or the bellman's drowsy charm, 
7V> bless the doers from nightly harm ; 
Or let my lamp al midnight hour 
Be seen in some high lonely tower, 
Exploring Plato, to unfold 
What worlds, or what vast regions bold. 
*f h'immortal mind, that hath forsook 
Her mansion in this fleghy nook J 
And of these demons,' that are found 
In fire, in air, flood, or under ground* 

Here are no general expressions ; all is pic- 
aresque, expressive, and concise. One strong 
point of view is exhibited to the reader ; and 
the impression made, is lively and interesting. 

Both (Homer and Virgil excel m poetical 
description. N Jn the second Erie id, the sacking 
of Troy, Is so particularly described, that the 
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reader finds himself in the midst of the scene. 
The death of Priam is a masterpiece of de- 
scription. Homer's battles are ail wonderful. 
Ossian, too, paints In strong colours, and is 
remarkable for touch jgg the heart.] ffe thus 
portrays the ruins of Balcfutha; '*! have seen 
the, walls of Balclutha ; but they were desolate. 
The fire bad 1 resounded ' within the halfs'; add 
the voice of the people is now heard no more. 
The stream of Cliitha was removed from its 

8 lace by the fall of the walls ; the thistle sheok 
lere its lonely head ; the moss whistled to 
the wind. " The fox looked out of the window ; 
the rank grass waved round his head. Deso- 
late is the dwelling of Bfoina ; silence is in the, 
house of her fathers." ; 

; Much of the sbeaiity of descriptive poetry \ 
depends 1 upon a proper choice of epithets. ) 
Many poets are often careless in this particular; 
hence the multitude of unmeaning and redun- 
clant epithets. ' Hence the « Liquidi Fontes" of 
Virgil, and the " Prata Cam's Albicant Pruinisr*? 
of Horace. To observe that water ' is liquid, 
and that snow is white,is little better than mere 
tautology. Every epithet should add a new 
idea to the word which it qualifies. So rn 
Milton; 

Who shall tempt with wandering feet 
The dark . unbottom'd, infinite abyss ; 
And through the palpable obscure find out 
His uncouth way ; Or spread his airy flight, 
Upborne with indefatigable wings, 
Over the vast abrupt? 

\The description here is strengthened by the 
erJithets.\ The wandering feet,the unbottom4<j 
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abyss, the palpable obscure, the uncouth way, 
the indefatigable wing, are all happy expres- 
sions. 

IN treating of. the various kinds of poetry, that 
of the scriptures justly deserves a place. *\ The 
.sacred books, present us the most ancient monu- 
ments of poetry now extant,and furnish a curious 
.subject of criticism^ (they display the taste of 
a remote age and country. They exhibit a sin- 
gular, but beautiful species of composition^ and 
it must give great pleasured we find the beauty 
and dignity of the style adequate to the weight 
and, importance of the matter. Dr. Lowth's 
learned treatise on the poetry of the Hebrews, 
ought to be perused by all, ft is an exceedingly 
valuable 'work, both (or elegance of style, and 
justness bfcriticisnV We cannot do better than 
to follow the track of this ingenious author. 

Among the Hebrews, poetry was cultivated 
from the earliest times. *\ Its general construe-* 
tion is singular and peculiar, \lt consists in 
dividing every period into correspondent,for the 
most part into equal members, which answer to 
each other, both in sense and sound. In the* 
first member of a period a sentiment is expres- 
sed ; and in the second, the same sentiment* is 
amplified; or repeated in different terms, or 
sometimes contrasted with its opposite. Thus; 
" Sing unto the Lord a new song ; sing unto 
the Lord all the earth. Sing unto the Lord, 
and bless hi? name; show forth his salvation 1 
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from day to day. Declare his glory among the 
heathen ; bis wonders among all people." 

This form of poetical composition is deduced 
| from the manner in which theflebrewssung their 
sacred hy inns* These were accompapied with 
music, and performed by bands of singers and 
music iansjwbo alternately answered each other. 
One band began the.oymn thus ; " The Lord 
r eigne tb, let the earth rejoice ;"and the chorus 
or semi-chorus, took up the corresponding ver- 
sicle ; " Let the multitudes of the isle? be glad 
thereof.'* ' 

But, independent of its peculiar mode of con- 
struction, tfie sacred poetry is distinguished by 
the highest beauties pf strong, concise, bold, ari4 
figurative expression; ^Conciseness and strength 
are two of its most remarkable characters. The 
sentences are always short. The same thought 
is never dwelt upon long Hence the sublimity 
of the Hebrew poetry ; and all writers, who at- 
tempt the sublime, might profit much by imita- 
ting in this respect,the style of the Old Testa- 
ment, fto writings abound so much in bold and 
Animated figures, as the sacred books. /Meta- 
pborSj comparisons, allegories, and personifica- 
tions,are particularly frequent. pii(,io relish these 
figures justly,' we 'must transport ourselves into 
Judea, and attend to particular circumstances 
in it. ' Through all that region, little or no rain 
falls in the summer months. Hence, to repre- 
sent distress, frequent allusions are made to a dry 
and thirsty land where no water is ; and hence 
to describe a chaqge from distress to prosperity, 
their metaphors 'are founded on the falling of 
showers, and the bursting out of springs iri '& 
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desert. Thus in Isaiah, " The wilderness and 
the solitary place shall be glad, and the desert 
shall rejoice and blossom as the rose. For in 
the wilderness shall waters break out, and 
streams in the desert; and the parched ground 
shall become a pool; and the thirsty land springs 
of water ; in the habitation of dragons! there 
shall be grass, with rushes and reeds. 

Comparisons, employed by the sacred poets, 
are generally snort, touching only one point of 
resemblance.N Such is the following ; u He that 
rhleth over men, must be just, ruling in the fear 
of God; and he shall be as the light of the 
morning, when the sun riseth ; even a morning 
without clouds ; as the tended grass, springing 
out of the earth by clear shining, after rain."' 
^vAllegory is likewise frequently employed in 
the sacred books ; \and a fine instance of this 
occurs in the IxSxth Psalm, wherein the people 
of Israel ar«e compared to a vine. Of parables, 
the prophetical writings are full ; and, if to us 
(hey sometimes appear obscure, we should re- 
member, that in early times it was universally 
the custom among all eastern nations) to convey 
Sacred truths under mysterious figures* 

The figure, however, which "efevates beyond 
all others, the poetical style of the scriptures, U 
personification^ The personifications of the 
inspired writers exceed, in force and magnifi- 
cence, t,bose of all other poets. ' This is more 
particularly true, when any appearance or op- 
eration of the Almighty is concerned/ ' " Be- 
fore him went the pestilence. The waters saw 
thee, O Grod, and were afraid. The mountains 
saw thee, and they trembled. The overflow* 
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ings of the waters passed by ; the deep uttered 
his voice, and lifted up his hands on high," The 
poetry of the scriptures is very different from 
modern poetry. ft is the burst of inspiration. 
Bold sublimity, not correct elegance, is its char- 
arter. 

The several kinds of poetry, found in scrip. 
tare, are chiefly the (didactic, elegiac, pastoral, 
and lyricA Tfce book of\Proyerbi is the prin- 
cipal instance of the didactic specif s of poetry. 
tOf elegiac poetry, the lamentation of David o- 
wer Jonathan, is a yery beautiful instance. Of 
pastoral poetry, the Song of Solomon is a high 
exemplification ; and of lyric poetry, tbe Old 
Testament is full. The whole book of Psalms 
is a collection of sacred odes. } 

Among tbe composers of the sacred books, 
there is an evident diversity of style. Of the 
sacred poets, the most eminent are the author 
of the book o/Job, David, and Isaiah. In the 
compositions of David there is a great variety 
of manner. In the soft and tender be excels ; 
and in his Psalms are many lofty passages. But 
in strength pf description be yields to Job ; in 
sublimity, to Isaiah. Without exception, Isaiah 
Is the most sublime of all poets. } Dr. Lowtrj 
compares Isaiah to Homer, Jeremiah to Simoni- 
des, and Ezekiel to EschylusO Among the mi- 
nor prophets, ]Hosea, Joel, |Kicah, Habakkuk,' 
and especially Nabum, 1 are distinguished for 
poetical spirit. In the prophecies of Daniel 
and Jonah there is no poetry. 

t The book of Job' is extremely ancient ; the 
author uncertain ; and it is remarkable, that it 
has no connection with the affairs or manners of 
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the Hebrews^ It is the most descriptive of all 
the sacred poems. A peculiar glow of fancy 
and strength of description, characterize the 
author j and no writer abounds so much in met- 
aphors. He renders visible, whatever he treats. 
The scene is laid in the land of Uz, or Idumea, 
which is a part of Arabia ; and the imager/ 
employed, differs from that wjiich is peculiar 
to the Hebrews. 
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■ . . » 

(LjF all poetical works, the epic poem is the 
most dignified.' • To contrive a story which is 
entertaining, important, and instructive ; to en- 
rich it with happy incidents ; to enliven it by 
a variety of characters and descriptions^ and 
to maintain a uniform propriety of sentiment, 
and a due elevation of st vie, are the highest ef- 
forts of poetical genius. 

An epic poenx is the recital of some illustri- 
ous enterprise in a poetical form. , : Epic poetry 
is' of a moral nature, and tend? to tjie promotion 
of virtue) With this viewiif acts by extending 
our ideas of perfection, and exciting admiration; 
Now this is accomplished ionly hf ' proper rep- 
resentations of heroic deeds and virtuous char- 
acters> Valor, truth, justice, ^fidelity, friend- 
ship, piety, and magnanimity are objects, 
which the epic muse presents 1o our minds in 
the most splendid and honourable colours. 

Epic composition is distinguished from his- 
tory $y its poetical form, and its liberty of fie- 
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(Lion. It is a more calm composition than trag- 
edy. ' It requires a grave, equal, and supported 
digrmy.t On some occasions it demands the 
pathetic and the violent ,* and it embraces a 
greater compass of time and action, than dra- 
matic writing admits. 

The action or subject of an epic poem, must 
have 'three properties) It must be one ; it must 
be great ; it must be Interesting. One action 
or enterprise must constitute its subject.' Ar- 
istotle insists on unity, as essential to epic poet- 
ry ; because independent facts never affect so 
deeply, as a tale that is one and connected. Vir- 
gil has chosen for his subject the establishment 
of Eneas in Italy ; and the anger of Achilles, 
with its consequences,is the subject of the Iliad. 

It is not, however, to be understood, that 
epic unity excludes all episodes. On the con- 
trary, critics consider them as great ornament! 
of epic poetry.' They diversify the subject, and 
relieve the reader by shifting the scene. Thus 
Hector's visit to Andromache in the Iliad, and 
£rmimVs adventure with the shepherd, in the 
seventh book of the Jerusalem, afford us a well 
judged, and pleasing retreat from camps and 
battles. 

Secondly, the subject of an epic poem must 
be so great and splendid, as to fix attention; and 
lo justify the magnificent apparatus the poet be- 
stows on it.' The subject should also be of an- 
cient date /Both Lucan and Voltaire have trans- 
gressed Ibis rulel By confining himself too 
strictly to historical truth, the former does not 
please ; and the latter has improperly mingle*} 
well known events with fictitious* Hence they 
p 
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exhibit not that greatness which the epie rje- 
quires. ^ 

/The third requisite in an epic subject is, that 
it be interesting .\ yTbis depends in a great meas- 
ure upon the choice of it. But it depends much 
more upon the skilful management of the poet. 
He must so frame fiis plan, as to comprehend 
Tnanv affecting incidents . He must sometimes 
dazzle with valiant achievements ; sometimes 
he must be awful and august; often tender and 
pathetic ; and he must sometimes give us gen- 
tle and pleasing scenes of love, friendship, and 
affection^ 

To render the subject interesting, much also 
depends upop the dangers and obstacles which 
must be encountered. It is by the management 
of these, that the poet must rouse attention, and 
hold bis reader in suspense and agitation. 

It is generally supposed by critics, that ap 
epic poem/ should conclude successfully"! as an 
unhappy conclusion depresses the mrfltf. In- 
deed, it is on the prosperous side, that epic 
poets generally conclude. ^But two authors of 
great name, AJilton and Luc an, hold the con- 
trary course. The one concludes with the sub- 
version of Roman liberty ; and the other with 
the expulsion of man from Paradise «V 

No precise boundaries can be fixed for the 
duration of the epic action* ^The action of the 
IJiad lasts, according to Bossu, only forty seven 
days. The action of the Odyssey extends to 
eight years and a half; ,and that of the Eneid 
includes about six years.) 

The personages in ap epic poem,' should be 
proper and well supported./ They should dis? 
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play tbe features of human nature } and may 
ad mil different degrees of virtue,and even vice; 
though the principal characters should be such 
as will raise admiration and love. Poetic char- 
acters are of two sorts^general and particulars 
general characters, areSuch,as are wise, brave, 
and virtuous, without any further distinction/ 
Particular characters express tbe species of 
bravery, of wisdom, and of virtue, for which any 
one is remarkable/ In this discrimination of 
Characters, Corner excels. Tasso approaches 
the nearest to him in this respect ; and Virgil 
is the most deficient* 

Among epic; poets it is tbe practice to select 
some personage as the hero of the tale. , *This 
renders the unity of tbe subject more perfect, 
and contributes highly to the interest and per- 
fection oi this species of writing* It has been 
asked, who then is the hero of faradise Lost ? 
The devil, say some critics, who affect to be 
pleasant against Milton. But they mistake his 
intention, by supposing, that whoever is trium- 
phant in the close, must be the hero of the po- 
em. For Adam is Milton's hero ,- that is, the 
capital and most interesting figure in his poem. 

In epic poetry, there are beside human char- 
acters, gods, and supernatural jteings., This 
forms What is called the'macbinery of epic po- 
etry ; r and the French, suppose this essential to 
the nature of an epic poem. They hold, that 
in every epic composition, the main action is 
necessarily carried on by the intervention of 
gods. But there seems to be no solid reason 
for their opinion. Lucan has no gods, nor 
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supernatural agents. The author of Leonidat 
also has no machinery. t 

But though machinery is not absolutely ne- 
cessary to the epic plan, it ought not to be to- 
tally excluded from it. The marvellous has a 
.great charm for most readers. , It leads to sub- 
lime description, and fills the imagination. At 
the same time it becomes a poet to be temper- 
ate in the use of supernatural machinery ; and 
so to employ the religious faith or superstition 
of his country, as to give an air of probability 
to events, most contrary to the common course 
of nature. 

j With regard to the allegorical personages, 
iame, discord, love, and the like, they form the. 
worst kind of machinery. In description they 
may sometimes be aj lowed } but they should 
never bear any part in the actipn of the poem. 
As they are only mere names of general ideas, 
they ought not to be considered as persons ; and 
cannot mingle with human actors, without aq 
intolerable confusion of shadows, with realities. 

/ In the narration of the poet, it is of little con- 
sequence, whether he relate the whole story in 
his own character, or introduce one of bis per- 
sonages to relate a part of the action that passed 
before the poem opens.) Homer follows one 
methpd in his Iliad, ana the other in bis Odys- 
sey. ,lt is to be observed, however, that if the 
narrative be given by any of the actors, it gives 
tjie poet greater liberty of spreading out such 
parts of the subject, as he inclines to dwell upon 
in person, and of comprising the rest within a 
short recital. ^Vben the subject is of great ex- 
tent, and comprehends the transactions of sev* 
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£ral fears, as in the Odyssey and Epeid, this 
method seems preferable. But, when the sub- 
ject is of smaller compass and shorter duration., 
as in the Iliad and Jerusalem, the poet may, 
without Disadvantage, relate the whole in his 
own person. 

What' is of most importance in the narration, 
is, Jthat it be perspicuous, animated,and enrich* 
ec( with every poetic beauty .y .No sort of com- 
position require? more strength, dignity, and 
fire, than an epic poem. it is the region in 
which we look for every thing sublime in des- 
cription, tender \n sentiment, and bold or lively 
in expression. The ornaments of epic poetry, 
are grave and chaste. Nothing loose* ludicrous, 
or affected, finds place there. AH the objects it 
presents, ought to he great, tender, or pleasing. 
Descriptions of disgusting or shocking objects 
are to be avoided ; hence the fable of the Har- 
pies in the Eneid, and the allegory oi Sin and 
Death, in Paradise Lost, should have been 
omitted. 



HOMER'S ILIAD AND ODYSSEY, 

THE father, of epic poetry is, Homer ; 'and in 
order to relish l?im, we must divest ourselves of 
modern ideas of dignity and refinement, and 
transport our imagination almost three thousand 
years back in the history of mankind. The 
re a der is to expect a picture of the ancient 
world . The two great characters of Homer's 
poetry, are fire and simplicity. But, to have a 
• p2 
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clear idea of bis merit, let us consider the fliacj 
under the three heads of the subject or actioD, 
the characters and the narration. 

The subject of the ' Iliad is happily cbosenv 
For no subject could be more splendid than the 
Trojan war. A great confederacy of the Gre- 
cian states, and ten years siege of Troy, must 
have spread far abroad the renown of many rail* 
itary exploits, and' given an extensive interest 
to the heroes, who Were concerned in them: 
Upon these traditions, Homer grounded' his po- 
em ; and, Sis he lived two or three centuries af- 
ter the Trojan war, be bad full liberty to inter- 
mingle fable with history?,' He cbose not, how- 
ever, the whole Trojan war for his subject ; but 
with g^eat judgment, selected the quarrel be- 
tween Achilles and Agamemnon,- which includes 
the most interesting period of the war- He has' 
thus given greater unity to bis poem. He has 
gained one hero, or principal character, that is, 
Achilles ; and shown the pernicious effects of 
discord among confederated princes. * 

The praise of high invention has in every 
age been justly given to Homer. His incidents, 
speeches, characters, divine and human ; bis 
battles, hid little history pieces of the persons , 
slain, discover a boundless invention/ Nor is 
his judgment less woi thy of praise/ His story 
is conducted with great art. » He rises upon us 
gradually. His heroes are introduced with ex- 
quisite skill to our acquaintance. The distress 
thickens, as the poem advances ; every thing 
serves to aggrandize Achilles, and to make him 
Hie capital figure* 
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- In characters, Homer is without a rival. He 
Abounds in dialogue and conversation, and this 
produces a spirited exhibition of his personages. 
This dramatic method, however, though more 
natural, expressive, and animated, is less grave 
and majestic, than narrative. Some of Homer's 
Speeches are unseasonable, and others trifling. 
With the Greek vivacity, he has also some of 
the Greek loquacity. 

In no character, perhaps, does he display 
greater art, than in that of Helen. Not with* 
standing her frailty and crimes, he contrives to 
make her an interesting object. The admira- 
tion, with which the old generals behold her* 
when she is coming toward them ; her veiling 
herself and shedding tears in the presence of 
Priam ; her grief at the sight of Menelaus ; her 
upbraiding of Paris tor his cowardice, and her 
re turn i ng fond nets for hi m ,a re exqu isi te strokes, 
and worthy of a great master. 

Homer has been accused of making Achilles 
too brutal a character ; and critics seem to 
have adopted this censure from two lines of 
Horace ; 

Impiger, iracundus, inexorabilig, after, 

Jura negat tibi ntfta / nihil non arrtgat armis. 

1 ." • * 

It appears that Horace went beyond the truth* 
Achilles' is passionate' ; but he is not a contem- 
ner of law. He has reason on his side ; for, 
though he discovers too much beat, it must be 
allowed, that he had been notoriously wronged. 
Reside bravery, and contempt of death, he bajs 
the qualities of openness and sincerity. He! 
Ibves his subjects, and respects the gods. 
?3 
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He is warm in his friendships ; and through- 
out, he is high spirited, gallant, and honourable. 

Horner's gods make a great figure ; but his 
machinery was not his own invention. He fal- 
lowed the traditions of bis country. 

BuUUhough his machinery is often lofty arid 
magnificent, yet his geds are often deficient in 
dignity.} They have all the human passions ; 
they drink, and feast, and are vulnerable, like 
men. While, however, be at times degrades 
his divinities, be knows how to make them ap- 
pear with most awful majesty. Jupiter* for the 
most part,is introduced with great dignity ; and 
several of the most sublime conceptions in toe 
Iliad are founded on the appearances of Nep- 
tune, Minerva, and Appolio, 

1 The style of Homer is easy, natural, and 
highly animated. \ Of all the great poets, he 
is the most simple in bis style, and resemble* 
most the style of the poetical parts of the Old 
Testament. Pope's translation of him affords no 
idea of his manner. His versification* however* 
is allowed to be- uncommonly melodious , and 
to carry beyond that of any poet, resemblance 
of sound to sense. 

' I In narration, Homer is always concise and 
descriptive. He paints bis objects in a manner 
to our sight. His battles are singularly admira- 
ble. We see them in all their hurry, terror, and 
confusion* In similies no poet abounds so 
much. Hfe comparisons,however, taken in gen- 
eral, a re not his greatest beauties; they come up- 
on us in too quick succession ; and often disturb 
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bis narration or description. His lions, t>uUs,e&- 
gles, and herds of sheep, recur too frequently. 
', The criticism ofLonginus upon the Qdyssey, 
M not without foundation ; that in this poem 
Homer may be likened to the setting sun, whose 
grandeur remains without the heat of his merid- 
ian beams. It wants the vigor and sublimity 
of the Iliad ; yet possesses so many beauties;, 
as to be justly entitled to high praise. It is a 
Very amusing poem, and has much greater va- 
riety than the Iliad. It contains many interest- 
ing stories and pleasing pictures of ancient man- 
ners. Instead of the ferocity which pervades 
the Iliad, it presents us most amiable images of 
humanity and hospitality. It entertains us with 
many a wonderful adventure, and many a land- 
scape of nature ; and instructs us by a rich vein 
of morality and virtue, running through every 
part of the poem* 

There are some defects, however, in the 
Odyssey. Many of its scenes fall below the ma- 
jesty of an epic poem. The last twelve books 
are, in many places, languid smd tedious ; and, 
perhaps, the poet is nipt happy in the discovery 
of Ulysses to Penelope. She if too cautious and 
distrustful ; and we meet not that joyous sur- 
prise, expected on such an occasion. 



THE ENEID OF VIR0IL. 

THE distinguishing excellencies oftheEneh) 
are elegance and tenderness. Virgil is less an* 
{mated and less sublime than Homer; Iput te has 
p4 
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fewer negligences, greater variety * atfd Q\6H 
dignity. The Eneid has aril the correctness and 
improvements of the Augustan age* We meet 
too contention of heroes about a female slave ; 
no violent scolding, nor abusive language ; but 
the poem opens with the utmost magnificence^. 
£ne subject of the Eneid* which is the estab- 
lishment of Endas in Italy, fs efctremely happy. 
Nothing could be mare interesting to tbe 
Romans, than Virgil's deriving their origin from 
go famous a berb as EJneas./ The object wai 
splendid itself; it gave the poet a theme, tnkeii 
from the traditionary history of bis country ^ 
ft allowed him to adopt Homer's mythology ; 
and afforded him frequent opportunities of 

f lancing at all the future great exploits of tfcte 
Lomans, and of describing Italy in its ancient 
and fabulous state* 

Unity of action \i perfectly preserved in the 
Eneid. The settlement of Eneas in Italy by or- 
der of the gods, is constantly kept in view*. Thfc 
episodes are properly linked^ to the rhain sub- 
ject ; and the nodus or intrigue of the poem is 
happily formexl. ^The wrath of Juno, who op- 
poses Eneas, gives rise to all his difficulties, ant 
connects the human with the celestial opera- 
tions, through the whole poem. 

Great art and judgment are displayed in the 
Eneid ; but even Virgil is" not without his faults. 
0ne is, that he has so few marked characters. 
Achates, Cloanthes, Gyas, and other Trojan, 
(reroes, who accompanied Eneas into Italy, are 
undistinguished figures. Even Eneas himself 
is not a very interesting herb. He is described; 
Indeed, as pioHsand brave ; but his character)'! 
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tot marked by those strokes that touch the heart. 
The character of Dido is the best supported in 
the whole Eneid. Her warmth of passion, 
keenness of resentment, and violence of charac- 
ter, exhibit a more animated figure than any 
other, Virgil has drawn. 

The management of the subject, also, is m 
some respects exceptionable. The six last 
books received not the finishing hand of the 
author ; and, for this reason, he ordered his 
poem to be committed to the flames. • The 
wars with the Latins are in dignity inferior to 
the more interesting objects previously presen- 
ted to us ; and the reader is tempted to take 
part with Turnus against Eneas. 

The principal excellency of Virgil, and what 
he possesses beyond all poets, i is tenderness. 
His soul was full of sensibility. He felt himself 
all the affecting circumstances in the scenes he 
describes ; and knew how, by a gmgle stroke, 
to reach the heart. In an epic poem, this 
merit is next to sublimity. The second book 
of the Eneid, is one of the greatest master 
pieces ever executed. 'The death of old Priam*, 
and the family pieces of Eneas, Anchises, and 
Creusa, are as tender a« can be conceived* 
In the fouith book, the unhappy passion and 
death of Dido are admirable. The interview 
of Eneas with Andromache and Helenus, in the 
third book ; the episodes of Pallas and Evan- 
der, of Nisus and Euryaius, of Lausus and Me- 
zentius, are all striking instances of the power, 
of raising the tender emotions: < The best and 
most finished books are the first, second, fourth., 
sixth, seventh, eighth, and twelfth. . < 
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Virgil's battles are in fire and sublftirity;far 
inferior to Homer's. But in one important ejfci- 
6ode,the descent into bell be has outdoneHomer 
in the Odyssey, by many degrees. There it 
ftothiug in all antiquity* equal in its kind to the 
sixth book of tbe Eneid. The scenery, the ob- 
jects, and the description a're great, solemn 
and sublime. 

With regard to the comparative merit of 
these two great princes of epic poetry, ft must 
be allowed tbat Homer was the greater genius, 
and Virgil the more correct writer. Horner 
is more original, more bold, more sublime, 
nod more forcible. In Judgment they are 
both eminent. Homer has all the Greek vi- 
vacity .; Virgil all the Roman stateliness. The 
Imagination of Homer is the most copious ; 
that of Virgil the most correct. The strength 
jof the former lies in warming the fancy ; tbat 
of the latter in touching the heart. Homer's 
.style is more simple and animated f Virgil's 
pxore elegant and uniform. 



LtJCAN^S PHARSALIA* 

iUGAN is inferior to Homer and Virgil ; 
yet he deserves attention. There is little in- 
dention in bis Pharsalia ; and it is conducted in 
too historical a manner to be strictly epic. It 
maybe arranged, however, in tbe epic clasf, 
as it treats >of great and beroic adventures. 
The subject of the Pharsalia, has all the epic 
/dignity and grapdeur; am} it possesses uniy 
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of object, viz. the triumph of Cesar over Rowan 
liberty. » 

'' But, though the subject of Lucan is confes- 
sedly heroic, it has two defects. Civil wars pre* 
sent objects too shocking for epic poetry, and 
furnish odious and disgusting views of human 
nature. ' But Lucap's genius seems to delight 
jn savage scenes. 

The other defect of Lucan's subject is, that 
it was too near the time in which be lived. 
This deprived him of the assistance of fiction 
•ad machinery; and thereby rendered bis 
work less splendid and amusing. The facts, on 
which he founds his poem, were too well 
known, and too recent, to admit fables and the 
interposition of gods. 

1 The characters of Lucan are drawn with 
spirit and force. But, though Pompey is his 
hero, he has not made him very interesting. 
He marks not Pompey by any high distinction, 
either for magnanimity or valor. He is al- 
ways surpassed by Cesar. Cato, is Lucan's 
favorite character ; and, whenever he introdu- 
ces him, he rises above himself. 
1 In managing his story, Ltican confines him* 
self too much to chronological order. This 
breaks the thread of his narration, and hurries 
him from place to place. '' He is also too digres- 
sive ; frequently quitting his subject, to give 
us some' geographical description, or philo- 
sophical disquisition. 

' There are several poetical and spirited de- 
scriptions in the Pharsalia ; but the strength of 
this poet does not lie either in narration or de- 
scription. His narration is often dry and harsh ; 
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his descriptions are often overwrought, af|d 
employed on disagreeable objects. His chief 
merit consists in his sentiments ; which are 
noble, striking, glowing, and ardent. /He uj 
the most philosophical* and the most patriotic 
poet of antiquity, lie was a stoic; and the 
spirit of that philosophy breathes through his 
poem. He is elevated and bold ; and abounds 
in well timed exclamations and apostrophes. 

As his vivacity and fire are great, be is apt 
to be carried away by them. His great defect, 
is want of moderation-: He knows not where 
to stop. When he Vf oitfd aggrandize bis ob- 
jects, he becomes tumid and unnatural. There 
is much bbinbast, in bis poem. His taste is 
marked with the corruption of his age ; and, 
instead o( poetry, be often exhibits declamation. 

On the whole, however, he is an author o{ 
lively and original genius. His high senti- 
ments, and bis iirc, serve to atone for many of 
his defects. His genius had strength, but no 
tenderness nor amenity. Compared with Vir- 
gil, be has more fire and su bli me r sentiments ; 
but in every thing else, {alls infinitely below 
him, particularly in purity, elegance, and ten- 
derness. • ! 

Statius, and Silius Italicus, though poets of 
the epic class, are too inconsiderable for par- 
ticular criticism. 



TASSO'S JERUSALEM. 

Jerusalem delivered, is .a strictly 

regular epic poem, and abounds with beauttes. 
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The subject is tbe recovery of Jerusalem from 
infidels, by the united powers of Christendom* 
Tbe enterprise was splendid, venerable, amj 
heroic ; and an interesting contrast is exhibited 
between tbe Christians and Saracens. Re- 
ligion renders the subject august, and opens a 
natural field for machinery and sublime de* 
scription. The action too, lies in a country,and 
to a period of time, sufficiently remote to adroit 
an intermixture Of fable with history, 

Rich invention is $ capital quality in Tassq. 
He is ful4 of events, finely diversified. Hp 
never fatigues hisreader by mere war and fight- 
ing. He frequently shifts the scene ; and 
from camps and battles, transports us to more 
pleasing objects. Sometimes tbe solemnities 
of religion ; sometimes the intrigues of love ; 
at other times the adventures of a journey, or 
the incidents of pastoral life, relieve and enter- 
tain the reader. The wprk, at the same time* 
is artfully connected ; and, in the. midst of va- 
riety, there is perfect unity of plan. " 

Many characters enliven the poem; and these 
distinctly marked and well supported. God- 
frey, the leader of the enterprise, is prudent, 
moderate, and brave \ Tancred, amorous, gen- 
erous, arid gallant. Rinaldo, who is properly 
tbe he/o of tbe poem, is passionate and resent- 
ful, but full of zeal, honour, and heroism. So- 
Jyman is high minded ; Erniinia tender ; Armi- 
da, artful and violent, and Clorinda, piasculine, 
In drawing characters, Tasso is superior to Vir- 
gil, and yields to no poet but Homer. 

He abounds in machinery. When celestial 
{Mings interpose, his machinery is noble. But 
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devils, enchanters, and conjurers, act toe great 
a part throughout his poem. In general, the 
marvellous n carried to extravagance. The 
poet was toof great an admirer of the romantic 
spirit of knight errantry. 

In describing magnificent objects, his style is 
fi rtri and majestic, In gay and 'pleasing descrip- 
tion, it is sdft and insinuating. Ermrnia's pas- 
toral retreat in the "seventh book, and the arts 
and beauty of Arm ida in the fourth book, are 
exquisitely beautiful. His battles are animated, 
and properly varied' by incidents. It is rather 
by actions, characters, and descriptions, that he 
interests us, than by the sentimental part of his 
Work. He is far inferior to Virgjl in tender- 
ness ; and, when he aims at being sentimental 
and pathetic, he is apt to become artificial. 

It has often bee 9 n objected to Tasso, that he 
abounds in point and conceit ; but this censure 
bas been carried too far. ' For, in his general 
ttharaicter, he is masculine and strong. The 
humoqr of decrying him, passed from the 
French critics to those of England. But their 
Strictures are founded ' either in ignorance oi 
prejudice.' For the Jerusalem is,in my opinion, 
the third regular epic poem in the world ; and 
ktands next to the Iliad and Etieid. * In simplic- 
ity and fire, Tasso is inferior to Homer, in ten- 
derness to Virgil ; in sublimity to Miltcn'; bat 
for fertility of invention, variety of incidents^ 
expression of characters, richness of description, 
and beauty of style, no poet, except the three 
.Just named! can be compared to him. 
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THE LUSIAD OF CAMOENS. 

JL HE Portuguese boast of Camoens, as the 
Italians do of Tasso. Tbe discovery of the 
East Indies by Vasco de Gama, an enterprise 
alike splendid and interesting, is the subject of 
the poem of Camoens. The adventures, dis- 
.tresses,and actions ot Vasco and his countrymen, 
are well fancied and described ; and the Lusiad 
is conducted on the epic plan. The incidents of 
the poem are magnificent ; and, joined with 
some wildness and irregularity ,tbere is display- 
ed in it much poetic spirit, strong fancy, and 
bold description. In the poem, however,there 
is no attempt toward painting characters Vas- 
co is the hero, and the only personage that 
makes any figure. 

The machinery of the Lixsiad is perfectly exr 
travagant ; being formed of an r odd mixture of 
Christian ideas and Pagan mythology. Pagan 
divinities appear to be the deities ; and Christ 
and the Holy Virgin to .be inferior agents. One 
great object, however, of the Portuguese expe- 
dition is to extend the empire of Christianity, 
arid to extirpate Mahometanism. In this reli- 
gious undertaking tfoe chief protector of the 
Portuguese is Venus, and their great adversary 
is Bacchus. Jupiter is introduced, as foretell- 
ing the downfal of Mahomet. Vasco during a 
storm implores the aid of Christ and the Virgin; 
and in return to this prayer Venus appears, and 
discovering the storm to be the work of Bac- 
chus, complains to Jupiter, and procures the 
winds to be calmed. All this is most prepos- 
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terous ; but, toward the end of bis work, tha 
poet offers an awkward apology for his mytho* 
logy ; making the goddess Tbetes inform Vas- 
co, that she and the other heathen divinities 
are no more than names to describe the opera- 
tions of Providence. 

In the Lusiad, however, there is some fine 
machinery of a different kind. The appearance 
of the genius of the river Ganges, in a dream 
to Emanuel, king of Portugal, inviting him to 
discover bis secret springs, and acquainting 
him that he was the monarch, destined to enjoy 
the treasures of the East is a happy idea. But 
in the fifth canto, the poet displays his noblest 
conception of this sort, where Vasco recounts to 
the king of Mel inch, all the wonders ofliis 
voyage. He tells him, that when the fleet ar- 
rived at the Cape of Good Hope, which had 
naver been doubled before, by any navigator, 
there appeared to them suddenly a huge phan- 
tom, rising out of the sea in the midst of tem- 
pest and thunder, with a head that reached the 
clouds, and a countenance that filled them with 
terror. This was the genius of that hitherto 
unknown ocean ; and be menaced them in a 
voice of thunder * for invading those unknown 
seas ; foretelling the calamities that were to be- 
fal them, if they should proceed; and then with 
a mighty noise disappeared. This is a very 
solemn and striking piece of machinery ; and 
shows that Camoens was a poet of t bold apd 
lofty imagination. 
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THE TELEMACHUS OF EENELON. 

« • • • i » 

J.T would be unpardonable in a review of epic 
poets to forget the amiable Fenelori. His work, 
-though in prose, is a poem ; and the plan in 
general is well contrived, having epic grandeur 
and unity of action. ' He employs the ancient 
mythology ; and excels in k application of it. 
There is great richness as well as beauty in his 
descriptions. ~ To soft and calm scenes, his 
genius is more peculiarly suited ; such as the 
incidents of pastoral life, the pleasures of virtue} 
or a country flourishing in peace. 

His first books are eminently excellent. The 
adventures of Calypso are the chief beauty of 
his work. Vivacity and interest join in the 
narration. In the books which follow, there is 
less happiness in the execution,and an apparent 
languor. The author, in warlike adventures, 
is most unfortunate. 

'Some critics have refused to rank this work 
among epic poems. ' Their objection arises 
from tbe minute details it exhibits of virtuous 
policy, and from the discourses of Mentor, 
which recur too frequently, and too much in the 
strain of commonplace morality. To these 
peculiarities,however,the author was led by the 
design with which he wrote, that of forming a 
young prince to the cares and duties of a virtu- 
ous monarch. ' 

Several epic poets have described a descent 
into hell ; and in the prospects they have given 
us* of the invisible world, we may observe the 
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gradual refinement in the opinions of men, con- 
cerning a future state of rewards and punish- 
ments. Homer's descent of Ulyssis into hell, 
is indistinct and dreary. The scene is in the 
country of the Cimmerians, which is always 
covered with clouds and darkness ; and when 
the spirits of the dead appear, we hardly know 
whether Ulysses is above or below ground. 
The ghosts too, even of the heroes, appear 
dissatisfied with their condition. 

*In Virgil, the descent into bell discovers 
great refinement, corresponding co the progress 
of philosophy. The objects are more distinct, 
grand, and awful. There is a fine description of 
the separate mansions of good and bad spirits. 
Fenelon's visit of Telemacbus to the shades, 
is still much more philosophical than Virgil's. 
He refines the ancient mythology by bisknowl- 
edge of the true religion, and adorns it with 
that beautiful enthusiasm, for which he is so 
remarkable. His relation of the happiness of 
the just is an excellent description in the 
mystic strain. 



THE HEWRIADE OF VOLtAIRE. 

THE Henriade is, without doubt, a regular 
epic poem. In several places of this work, 
Voltaire discovers that boldness of conception, 
that vivacity and liveliness of expression, by 
which he is so much distinguished. Several of 
his comparisons are new and happy. But the 
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Henriade is. not bis masterpiece. la the tragic 
line he has certainly been more successful, than 
jo ike epic. French versification is illy suited 
to epic poetry. It is not only fettered by 
rhyme, but wants elevation. Hence, not only 
feebleness, but sometimes prosaic flatness in 
-the style. The poem consequently languishes, 
and the r f eader is not animated by that spirit 
which is inspired by a sublime composition of 
the epic kind. 

The triumph of Henry IV. over the arms of 
the League, is the subject of the Henriade. 
The action of the poem properly includes only 
the siege of Paris. It is an action perfectly 
epic ; and conducted with due regard to unity, 
and to tl^e rules of critics* But it has great 
defects. It is founded on civil wars ; and pre- 
sents to the mind those odious objects, mas* 
sacres ana assassinations. It is also of too 
recent date, and too much within the bounds of 
well known history. The author has farther 
erred by mixing fiction with .truth, , The 
poem, for instance, .opens with a voyage of 
Henry's to England, and an interview between 
bim and Queen Elizabeth ; though Henry 
never saw England, nor ever cop versed with 
Elizabeth. In subjects of such notoriety, a 
fiction of this kind shocks every intelligent 
reader. 

A great deal of machinery is employed by 
Voltaire, for the purpose of embellishing his 
poem. But it is of the worst kind, that of alle- 
gorical beings Discord, cunning, and love, 
appear as personages, and mix with human 
ap tors, Tljis is contrary to all rational critic 
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cism. Ghosts, angels, and devils, have a popu- 
lar existence ; but every one knows that alle- 
gorical beings are no more than representations 
of human passions and dispositions ,; and ought 
not to have place, as actors, in a poem which 
relates to human transactions! 

In justice, however, it must be observed, that 
the machinery of St. Louis possesses real dig- 
nity. The prospect of the invisible world, 
which St. Louis gives to Henry in a dream, \h 
the finest passage in the Henriade. Death 
bringing the souls of the departed in succession 
before God, . and the place of the destinies 
opened to Henry, are striking and magnificent 
objects. 

Though 1 some of Voltaire's episodes are pro- 
perly extended, bis narration is too general: 
The events are superficially related, and too" 
much crowded. The strain of sentiment, how- 
ever, which perVades the Henriade, is high and 
noble. 



JVtlLTON'S PARADISE LOS^. 

MlLTON chalked out a new and very ex- 
traordinary course. As soon as we open bis? 
Paradise lost, we are introduced into an invisi- 
ble world, and surrounded by celestial and in- 
fernal beings. Angels and devils are not hrs 
machinery, but his principal actors. What in 
any other work would be the marvellous, is in 
this the natural course of events ; and doubts 
may arise, Whether his poem be strictly an epic 
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composition* But whether it be so or not, it if 
certainly one of the highest efforts of poetical 
genius; and in one grtat characteristic of epic 
poetry, majesty and sublimity, is equal to any 
that bears this name. 

The subject of his poem led Milton upon dif- 
ficult ground!. If it had been more human and 
less theological ; if his occurrences had been 
more connected with real life ; if he had afford- 
ed a greater display of the characters and pas- 
sions of men ; his poem would have been more 
pleasing to most readers.' His subject, how- 
ever, was peculiarly suited to the. daring sub- 
limity of his genius. Ashe alone was fitted 
for it, so he has shown in the conduct of it a 
wonderful stretch of imagination and invention^ 
From a tew hints, given in the Sacred Scrip- 
ture?, he has raised a regular structure, and fill- 
ed his poem with a variety of incidents. He 
is sometimes dry and harsh ; and too often the 
metaphysician and divine. But the genera! 
tenor of his work is interesting, elevated, and. 
affecting. ' The artful change of his objects, 
and the scene, laid now in heaven, now on 
earth, and now in hell, afford sufficient diversi- 
ty ; while unity of plan is perfectly support- 
ed. Calm scenes are exhibited in the employ- 
ments of Adam and Eve, in Paradise ; and 
busy scenes, and great actions in the enterpri- 
ses of Satan, and in the wars of angels. The 
amiable innocence of our First Parents, and 
the proud ambition of Satan, afford a happy 
contrast through the whole poem, which gives 
it an uncommon charm. But the conclusion, 
perhaps is too tragic for epic poetry. 
*2 
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. The subject naturally admits no great dis- 
play of characters ; but such, as could be in- 
troduced, are properly supported. Satan makes 
a striking figure ; and is the best drawn char- 
acter in the poem. Milton has artfully giveri 
him a mixed character, not altogether void of 
some good qualities.. He is brave,and faithful to 
his troops. Amid his impiety he is not without 
remorse. He is even touched with pity for our 
First Parents; and from the necessity of his sit- 
uation justifies his design against them. He is 
actuated by ambition . and resentment, rather 
than by pure malice. The characters of Belze- 
bub, Moloch, and Belial, are well painted; 
l" he good angels, though described with digni- 
ty, have more uniformity of character. Among; 
them, however, the mild condescension of 
Raphael ant) the .tried fidelity of Abdiel forai 
proper characteristic distinctions. The at- 
tempt to describe God Almighty himself, was 
too bold, and accordingly most unsuccessful. 
The innocence of our First Parents is delicately 
painted. In some speeches, perhaps Adam 
appears too knowing and refined for his situa- 
tion. Eve is hit off more happily. Her gen- 
tleness, modesty, and frailty, are expressively 
characteristic of the female character, 

Milton's great and distinguishing excellence 
is his sublimity. In this, perhaps he excels 
even Homer. The first and second books of 
Paradise Lost are almost a continued series of 
the highest sublime. But, his sublimity differs 
from that of Homer ; which is always accom- 
panied by impetuosity and fire. The sublime 
of Milton is a calm and amazing grandeur* 
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Homer warms and hurries us along ; Milton 
fixes us in a state of elevation and astonishment. 
Homer's sublimit/ appears most in his descrip- 
tion of actions ; Milton's in that of wonderful 
and stupendous objects. 

But, while Milton excels most in sublimity, 
his work abounds in the beautiful, the pleasing, 
and the tender. When the scene is in Paradise, 
the imagery is gay and smiling. His descrip- 
tions show a fertile imagination ; and, in his 
similies he is remarkably happy. If faulty, it is 
from their too frequent allusions to matters of 
learning, and to ancient fables. It must also 
be confessed, that there is a falling off in the 
latter part of Paradise Lost. 

. The language and versification of Milton 
have high merit. His blank verse is harmo- \ 
nious and diversified ; and his style is full of 
majesty. There may be found indeed some 
prosaic lines in his poem. But in a work so 
long and so harmonious, these may be for- 
given. 

Paradise Lost, amid beauties of every kind, 
has many inequalities! No high and daring ge- 
nius was ever uniformly correct. Milton is too 
frequently theological and metaphysical; his 
words are often technical ; and he is affectedly 
ostentatious of his learning. Many of his faults, 
however, are to be imputed to the pedantry of 
his age. He discovers a vigor, a grasp of ge- 
nius equal to every thing great ; sometimes be 
rises above every other poet ; and sometimes 
he falls below himself. 
*3 
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DRAMATIC POETRY. TRAGEDY. 

IN all civilized nations dramatic poetry has 
been a favorite amusement. It divides itself 
into the two forms of tragedy and comedy. Of 
these, tragedy is t)it most dignified ; as great 
and serious objects interest us more than little 
and ludicrous ones. The former, rests on the 
high passions, the virtues, crimes, and suffer* 
irigs of mankind ; the latter, en their humours, 
follies, and pleasures ; and ridicule is its sole 
instrument 

Tragedy is a direct imitation of human man- 
ners and actions. It does not, like an epic po- 
em, exhibit characters by description or narra- 
tion ; ji sets the personages before us, and 
makes them act and speak with propriety. 
This species of writing therefore, requires deep 
knowledge of the human heart; and, when 
happily executed, it has the power of raising 
the strongest emotions. 

In its general strain and spirit tragedy is fa- 
vourable to virtue. Characters of honour claim 
our respect and approbation ; and, to raise indig- 
nation, we must paint a person in the odious Co- 
lours of vice and depravity. Virtuous men in- 
deed are often represented by the tragic poet,as 
unfortunate ; for this happens in real life. 
But he always engages our hearts in their be- 
half ; and never represents vice as finally tri- 
umphant and happy. Upon the same princi- 
ple, if baJ men succeed in their designs' they 
are yet finally conducted to punishment, it 
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Hfey therefore be concluded, tbat tragedies are 
moral compositions.. 

It is affirmed by Aristotle* that the design of 
tragedy is to purge our passions by means of pity 
and terror. But, perhaps, it would have been 
more accurate,to have said,tjbat the object of this 
species of composition is to improve our virtu* 
ous sensibility. If a writer excite our pity for 
the afflicted, inspire us with proper sentiments 
on beheld ing the vicissitudes of life, and stim- 
ulate us to avoid the misfortunes of others 
by exhibiting their errors, he has accomplished 
alt. the moral purposes of tragedy. 

In a tragedy it is necessary to have an. inter- 
esting story, and that the writer conduct it in a 
natural and probable manner. For the end of 
tragedy is not so much to elevate the imagina*, 
tion as to affect the heart. This principle, 
which is founded on the clearest reason, ex- 
cludes from tragedy all machinery, or fabulous 
intervention of gods. Ghosts alone, from their 
foundation in popular belief, have maintained 
their place in tragedy. 

To promote an impression of probability, the 
story of a tragedy, according to some critics, 
should never be a pure fiction, but ought to be 
built on real facts. This, however, is carrying 
the matter too far. For a fictitious tale, if pro- 
perly conducted, will melt the heart as much as 
real history. Hence, the tragic poet mixes 
many fictitious circumstances with well known 
facts. Most readers never think of separating 
the. historical from the fabulous. They attend 
only to what is probable, and are touched by 
events, tbat resemble nature. Accordingly 
*4 
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some of the most affecting tragedies are entirely 
fictitious in their subjects. Such are the Fttftr 
Penitent, Douglas, and the Orphan. 
■: inf its origin, traged y was rude and imperfect. 
Among the Greeks it was at first nothing toore 
than the song, which was sting at the festival of 
Bacchus. These songs were sometimes song by 
the whole company, and sometimes' by separate 
bands, answering alternately to each other,and 
making a' chorus. To give this entertainment 
some variety, Tbespisr, who rived about five 
hundred years before the Christian era, intra* 
duced a person between the songs, who made 
a recitation in verse. £schylus, who lived 
fifty years after him, introduced a dialogue be-' 
tween two persons or actors, comprehending' 
some interesting story ; and placed them on a 
stage adorned with scenery. The drains now 
began to assume a regular form ; and was soon 
after brought to perfection by Sophocles and 
Euripides* 

/ It thus appears that the chorus was the foun- 
dation of tragedy. But, what is remark able, the 
dramatic dialogue, which was only an addition 
to it, at length became the piincipa) part of the 
entertainment ; and the chorus, losing its dig- 
nity, came to be accounted only an accessary in 
tragedy.' At last, in modern tragedy, it has 
entirely disappeared: ; and its absence from 
the stage, forms, the chief distinction between 
the ancient and modern drama.* t 

The chorus, it must be allowed, rendered 
tragedy more magnificent, instructive, and 
moral. But, on the other band, it was unnatural, 
and lessened the interest of v tbe piece. • It re- 
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moved the representation from the resemblance 
of life. It has accordingly been with propriety 
, excluded from the stage. 

Tbe three unities of action, place, and time, 
have been considered, as essential to the proper 
conduct of dramatic fable. Of these thrce,unity 
of action is undoubtedly most important. This 
consists in the relation which all the incidents 
introduced, bear to some design or effect, com- 
bining tbem naturally into ope whole. This 
unity of subject is most essential to tragedy. 
For a multiplicity of plots, by distracting the 
attention, prevents the passions from rising to 
any height. Hence the absurdity of two inde- 
pendent actions in the same play. There may 
indeed be underplots:; but the poet should make 
these snbservient to the main action. They 
should conspire to bring forward the catastro- 
phe of the play. 

Of a separate and independent action, or in- 
trigue, there is a clear example in Addison's 
Cato. The subject of this tragedy is the death 
of Cato, a noble personage, and supported 
by the author with much dignity. But all tbe 
love scenes in the play ; the passion of Cato's 
two sons for Lucia, and that of Juba for Cato's 
daughter» are mere episodes. They break tbe 
unity of tbe subject, and forma very unseason- 
able junction of gallantry, with high sentiments 
of patriotism. 

Unity of action must not,hpwever,be confoun- 
ded with simplicity 6f plot. Unity and simpli- 
city import different things in dramatic* compo- 
sition. The plot is simple, when a small num- 
ber of incidents is introduced into it. With 
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respect to plots, the ancients irere more simple 
than the moderns. The Greek tragedies ap- 
pear indeed to be too naked, and destitute of in- 
terest in g events. The moderns admit a much 
greater variety of incidents ; which is certainly 
an improvement, as it readers the entertainment 
more animated and more instructive. It may, 
however, be carried too far ; for an overcharge 
of action and intrigue produces perplexity and 
embarrassment. Of this, the Mourning Bride 
of Congreve is an example. The incidents suc- 
ceed each other too rapidly ; and the catastro- 
phe, which ought to be plain and simple,is arti- 
ficial and intricate. 

Unity of action must be maintained, not only 
in the general construction of the fable, but in 
all the acts and scenes of the play. The divi- 
sion of Gvery play into five acts is founded 
merely on common practice, and the authority 
of Horace. 

Neve minor, neu sitquinto productior actu 
Fabuia. 

There is nothing in nature which fixes this 
rule. On the Greek stage the division by acts 
was unknown. The word act never occurs once 
in the Poetics of Aristotle. Practice, however* 
has established this division ,* and the poet 
must be careful that each act terminate in a 
proper place. The first act should contain a 
clear exposition of the subject. It should ex- 
cite curiosity, and introduce the personages to 
the acquaintance of the spectators. During the 
second, third, and fourth acts, the plots should 
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gradually thicken. The passions should be 
kept constantly awake. There should be no 
scenes of idle conversation or mere declamation. 
The suspense and concern of the spectators 
should be excited mere and more. This is the 
great excellency of Shakspeare. Sentiment, 
passion, pity, and terror, should pervade every 
tragedy. 

In the fifth act, which is the seat of the ca* 
tastropbe, the author should most fully display 
his art and genius. The first requisite is, that 
the unravelling of the plot be brought about by 
probable and natural means. Secondly, the 
catastrophe should be simple, depending on few 
event*, and including but few persons. Passion- 
ate sensibility languishes when divided among 
many objects. Lastly, in the catastrophe, every 
thing should be warm and glowng ; and the 
poet must be simple, serious, and pathetic ; 
using no language but that of nature. 

It is not essential to the catastrophe of a trag- 
edy that it end happily. Sufficient distress and 
agitation, with many tender emotions may be 
raised, in the course ef the play. But rn general 
the spirit of tragedy leans to the side of leaving 
the impression of virtuous sorrow strong upon 
the mind. 

A curious question here occurs •; hcrw hap- 
pens it, tbat the emotions of sorrow in tragedy 
afford gratification to the mind ? It seems to 
be the constitution of our nature, tbat all the 
social passions should be attended with pleasure. 
Hence nothing is more pleasing than love and 
friendship. Pity is, for wise ends, a strong in- 
stinct ; and it necessarily produces some die- 
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trass on account of its sympathy with sufferers. 
The heart is at the same moment warmed 
by kindness* and afflicted by distress. Upon 
the whole, the state of the mind is agreeable. 
We are pleased with ourselves, not only for our 
benevolence, but for our sensibility. The pain 
of sympathy is also diminished hy recollecting 
that the distress is not real' ; 'and by the power 
of action and sentimeBt,of language and poetry. 

After treating of the acts of a play l{ is proper 
to notice the scenes* The entrance of a new 
person upon the stage, forms what \$ called a 
new scene. These scenes or successive con- 
versations, should be closely connected ; anq 
much of the art of dramatic composition 
consists in maintaining this connection. For 
this purpose two rules must be observed. 
1.' During the course of one act the stage should, 
neve*r be left empty a moment, for this would 
make a gap in the representation. Whenever 
the stage is evacuated, the act is closed. This 
rule is generally observed byFreneb tragedians; 
but it is much neglecUd by the English- 2." 
No person should come upon the stage, or leave 
it, without some apparent reason. If this rule 
be neglected, the dramatis ' persons are little 
better tban so many puppets ; for the drama 
professes imitation of real transactions. ' '' ' ' ' 

To unity.of action,critics have added the uni- 
ties of time and place. Unity of place, requires 
the scene never to be shifted ; that the action 
of the play continue in the same place where it 
began. Unity of time, strictly taken, requires* 
that the time of the action be no longer, than the 
time allowed for the representation of the play. 
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Aristotle, however, permits the actioii to com- 
£rehend a whole day. These rales are intend- 
ed to bring the imitation nearer to reality. 

Among the Greeks there Was rid division of 
tfctsr. fn rhoderri times the practice- has pre- 
vailed of suspending the spectacle some little 
tlrrie between th6 acts. This practice gives iat- 
ftude to tfce imagination, atid renders strict con> 
finemept to time and place less necessary. Up- 
on ffos iccbuht, therefore*, too strict ah observ- 
ance of these unities should not be preferred to 
higher beauties of execution, nor to the intro- 
duction of more pathetic situations. But trans* 
gressions of these unities, though they may be 
often advanra£eous,bugbt not to be too frequent, 
nor violent. Hurrying the spectator from one 
distant city to 1 another, or making several days 
or weeks pass during the representation, would 
shock the imagination too much, and therefore 
cannot be allowed in a dramatic writer. 

Having examined dramatic action, we shall 
how attend to the characters, most proper to be 
exhibited in a tragedy. Several critics affirrrt 
. that the nature of tragedy requires the princi- 
pal personages to be always of high or princely 
rank ; as the sufferings of such persons seize 
-the hearf most forcibly. But this is more spe- 
cious, than solid. For the distresses of Desde- 
mona, Monimia, and Belvidera, interest us as 
much, as If they bad been princesses or queens. 
It is sufficient, that in tragedy there be nothing 
degrading or mean in 1he personages exhibited 4 
High rank may render the spectacle more splen- 
did ; but it is the tale itself, and the art of the 
poet, that make it interesting and pathetic. 
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In describing his- character;, me poet should 
be careful so to order the incidents, which relate 
to them, as to impress the spectators with fa- 
vourable ideas bf virtue, and of the divine ad- 
ministration. Pity should be raised for the vir- 
tuous in distress ; and the author should studi- 
ously beware of making such representations of 
life, as would render virtue an object of aver* 
sjqp. 

Unmixed cfyaracjers, either of good or i\} 
men,, are not, in the opinion of Aristotle,fit tor 
tragedy. For the distresses, of the former, as 
unmerited, hurt us j and tbe sufferings of the 
latter excite no compassion, Mixed characters 
afford the best field for displaying, without in- 
jury to morals, the vicissitudes of life. They 
interest us the most deeply; and their distress- 
es a«e most instructive, when 'represented as 
sp dinging out of their own passions, or as orig- 
inating in some weakness* incident to human 
nature. 

The Greek tragedies are often founded on 
mere deatiay and inevitable misfortunes. Mod- 
ern tragedy aims at a higher object, and takes 
a wider range; as it -shows the direful effects of 
ambittonrjealousy ,love, resentment, 4* of every 
strong emotion. But of all the passions which 
furnish matter for tragedy, love has most occu- 
pied tbe modern stages. To tbe ancient thea- 
tre, love was almost unknown. This proceeded 
from the* national manners of tbe Greeks,wbicb 
encouraged a greater separation of the sexes, 
than tabes place in modern times; and did not 
admit female actors upon the ancient stage; a 
circumstance, which operated against tbe iatrq- 
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duction of love stories No solid reason, tow- 
ever, can be assigned for this predominancy of 
Jove upon (be stage. Indeed it not -only limits 
the natural extent of tragedy, but degrades Hs 
majesty. Mixing it with the great and solemn 
revolutions of human fortune, tends to give 
tragedy the air of gallantry and juvenile enter- 
tainment. Without any assistance from love, 
the drama is capable of producing its highest 
effects upon the mind. 

Beside the arrangement of his subject, and 
the conduct of his personages, the tragic poet 
must attend to the propriety of bis sentiments. 
These must be suited to the characters of the 
persons, to whom they are attributed, and to 
the situations, in which they are placed. It is 
chiefly in the pathetic parts, that the difficulty 
and importance of this rule are greatest. We 
g© to a tragedy, expecting to be moved ; and, 
if the poet cannot reach the heart, be has no 
tragic merit ; and we return cold and disap- 
pointed from the performance. 

To paint and to excite passion strongly, are 
prerogatives of genius. They require not only 
ardent sensibility, but the power of entering 
deeply into characters. It is here, that candi- 
dates for the drama are least successful. A 
man, under the agitation of passion, makes 
known his feelings in the glowing language of 
sensibility. He does not coolly describe what 
his feelings are ; yet this sort of secondary de« 
script ion, tragic poets often give us, instead of 
the primary and native language of passion. 
Thus in Addison's Cato, when Lucia confesses 
o Portius her love for him, but swears tbat she 
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will never marry him ; Portius, instead of giv- 
ing way to the language of grief and astonish- 
ment, only describes his feelings ; 

i -4 

Fix'd in astonishment, I gaze upon thee, 
liike one just blasted by a stroke from heaven, 
Who pants for breath, and stiffens yet alive 
In dreadful looks ; a monument of wrath. 

This might have proceeded from a bystan- i 
der, or an indifferent rierson ; but it is alto- ; 
"gether improper in the mouth of Portius. Sim- 
ilar to this descriptive language, are the unnat- 
ural and forced thoughts, which tragic poets 
sometimes employ, to exaggerate the feelings 
of persons, whom they wish to paint, as strong- 
ly moved. Thus, when Jane §hore on meeting 
her husband in distress,and finding that he had 
forgiven |ie r, calls on the rains to give her their 
drops, and to the springs to lend her their 
streams, tljat she may have a constant supply of 
tears ; we see plainly that it is not Jane Shore 
that speaks ; but the poet himself, who is strain- 
ing his fancy, and spurring up his genius, to 
say something uncommonly strong and lively. 
* The language ofreal passion is always plain 
and simple. ' It abounds indeed in figures, that 
express a disturbed and impetuous' state of 
mind, but never employs any for parade and 
embellishment. Thoughts, suggested by pas- 
sion, are natural and obvious ; and not the off 
spring of refinement, subtilty, and wit. Passic 
neither reasons, speculates, nor declaims ; i 
language Is short, broken, and interrupts 
The French tragedians deal • too much in re 
finenient and declamation. The Greek trage 
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dians adhere most to nature, and are most pa- 
thetic. This tdo is the great excellency of 
§bakspeare. He exhibits the true language 
of nature and passion. 

Moral sentiments and reflections ought not 
to recur very frequent!/ in tragedy. When 
unseasonably crowded, they lose their effect, 
and convey an air of pedantry. When intro- 
duced with propriety, they give dignity to the 
composition. Cardinal Wolsey's soliloquy on 
his fall, is a fine instance of the felicity with 
which they may be emyloyed*. Mucji of the 
merit of Addison's Cato depends on that moral 
turn of thought which distinguishes it ' 

The style and versification of tragedy should 
be free, easy, and varied? English blank verse 
is happily suited to this species of composition. 
It has sufficient majesty, and can descend to 
the simple and familiar; it admits a happy 
variety^ of cadence, *and is free from the con* 
.straint and monotony of rhyme". Of the French 
tragedies it 'i£ a great misfortune^ that they arte 
always in rhyme.' For it fetters the freedom 
of the tragic dialogue, fills it with* a languid mo* 
notony and is fatal to the power of passion. 

' With regard to those splendid comparisons 
in rhyme, and those strings of couplets, with 
which it was some time ago fashionable to con* 
elude the acts of a tragedy, and sometimes the 
t most interesting scenes; they are now laid aside, 
and regarded not only as childish ornaments, 
but as perfect barbarisms. 

1 ' 
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GREEK TRAGEDY. 

THE plot of Greek tragedy was exceedingly 
simple ; the incidents few ; and the conduct 
very exact with regard to the unities of action, 
time and place. Machinery, or the intervention 
of gods, was employed ; and, what was very 
faulty, the final unravelling was sometimes 
made to turn upon it. Love, one or two in- 
stances excepted, was never admitted into 
Greek tragedy. A vein of morality and relig- 
ion always runs through it ; but they employed 
less than the moderns, the combat of the pas* 
sions. Their plots were all taken from the an- 
cient traditionary stories of their own nation. 

. Eschylus, the father of Greek tragedy, ex- 
hibits both the beauties and defects of an early 
original writer. He is bold, nervous, and ani- 
mated ; but very obscure, and difficult to be un- 
derstood. His style is highly metaphorical, 
and often harsh and tumid. He abounds in 
martial ideas and descriptions, has much fire 
and elevation, and little tenderness. He also 
delights in the marvellous. 

The most masterly of the Greek tragedians 
is Sophocles. He is the most correct in the 
ceudoct of his subjects ; the most just and sub- 
lime in his sentiments. In descriptive talents 
he isalso eminent. Euripides is accounted 
moie tender than Sophocles ; he is fuller of 
moral sentiments ; but he is less correct in the 
conduct of his plays. His expositions of his 
subjects are less artful ; and the songs of bis- 
chorus, though very poetic, are less connected 
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with the principal action, than those of Sopho- 
cles. Both of them, however, have high merit, 
as tragic poets. Their style is elegant aad 
beautiful; and their sentiments for the most 
part just. They speak with the voice of na- 
ture ; and in the midst of simplicity they axe 
touching and interesting. 

Theatrical representation, on the stages of 
Greece and Rome, was in many respects very 
singular, and widely different from that of mod- 
ern times. The songs of the chorus were ac- 
companied by instrumental music ; and the di- 
alogue part had a modulation of its own, and 
might be set to notes. It has also been thought, 
that on the Roman stage, the pronouncing and 
gesticulating parts were sometimes divided,and 
.performed by different actors,. The actors in 
tragedy wore a long robe ; they were raised 
upon cothurni, and played in masks ; these 
masks were painted ; and the actor by turning 
the different profiles, exhibited different emo- 
tions to the auditors. This contrivance, bow- 
ever, was attended by many disadvantages. 



FRENCH TRAGEDY. 

JN" the compositions of some French dramatic 
writers, tragedy has appeared with great lustre ; 
particularly Comeille, Racine, and Voltaire. 
They have improved upon tb* ancients, by in- 
troducing more incidents, a greater variety of 
passions, and a fuller display of characters. 
Like the ancients, they excel in regularity of 
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conduct ; and their style 19 poetical and elegant. 
But, to an English taste,they want strength and 
passipn, and are too declamatory and refined. 
Tbey.seem afraid of being too tragic ; and it 
was the opinion of Voltaire, that,; to the perfec- 
tion of tragedy, it is necessary to unite the ve- 
hemence and action of* t)>e English theatre, 
with the correctness and decorum of the French. 

Corqeille, the father of French tragedy ,;is> 
distinguished by majesty of sentiment, and^a 
fruitful imagination. His genius was rich, but 
more turned to the epic, than the tragic veip. 
fle is magnificent and splendid, rather than 
touching^and tendon tip is full ei! Reclama- 
tion^ impetuous, and extr?v f agant 

Jn tragedy, Racing is superior to Corneille. 
He. wa,nts,indeed, the copiousness of Corneille ; 

but he is free from his bombast, and excels him 

• ■ i» # 

greatly in tende.rness^ Th^ beauty of his lan- 
guage and versificatipft is uncommon, ; and t>e 
has. managed his chymes with superior advan- 
Yoltaire is not inferior to his predecessors in 
the drama 2 and in one article be has outdone 
them ; the delicate, an<jL interesting situations 
he has introduced. Here lies bis chief strength, 
tike his predecessors, however, he is some- 
times deficient in force, and sometimes too dec- 
lamatory. His characters, notwithstanding^ re 
drawn with spirit, his events are striking, aqd 
nis sentiments elevate!. < 
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ENGLISH TRAGEDY. 

JT has of teq been remarked of tragedy in Great 
Britain, that it is more ardent than that of 
France, but more irregular and incorrect. It 
faas therefore, excelled in the soul of tragedy. 
For the pathetic mist be allowed lobe the 
chief excellence of the tragic muse. 
* The first object on the English theatre, is the 
great Shakspeare. In extent and force of ge- 
ftius, both for tragedy and comedy, he is unri- 
valled. But at the same time, it is genius shoot- 
ing wild, deficient in taste, not always chaste, 
and unassisted by art and knowledge. Criti- 
cism has been exhausted in commentaries upon 
him ;yet, to this day, it is undecided, whether 
his beauties or defects be greatest. In his writ- 
ings there are admirable scenes and passages 
without number ; but there is not one of his 
plays which can be pronounced a good one. 
Beside extreme irregularities in conduct, and 
grotesque mixtures of the serious and comic, 
we are frequently disturbed by unnatural 
thoughts, harsh expressions, and a certain ob- 
scure bombast, and play upon words. These 
faults are, however, compensated by two of the 
greatest excellencies a tragic poet can possess, 
bis lively and diversified painting of character, 
and his strong and natural expressions of pas- 
sion. On these two virtues his merit rests. 
In the midst of his absurdities he interests and 
moves us ; so great is bis skill in human na- 
ture/and so lively his representations of it. 
r2 
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He possesses also the merit of having create^ 
(or himself, a world of preternatural beings. 
His witches, ghosts, fairies, and spirits of all 
kinds, are so awful, mysterious, and peculiar, 
as strongly to affect the imagination* His two 
masterpieces are his • Othello and Macbeth. 
With regard to his historical plays, they are 
neither tragedies, nor comedies ; but a peculiar 
species of dramatic entertainment, in which he 
describes the characters, events, and manners 
of the times of which he treats. 

Since Shakspea re, there are few English dra- 
matic writers, whose whole works are entitled 
to high praise. There are several tragedies, 
however, of considerable merit. Lee's Theo- 
dosius has warmth and tenderness, though ro- 
mantic in the plan, and extravagant* in the sen- 
timents. Qtway is great in his Orphan and 
Venice Preserved. Perhaps, however, he i% 
too tragic in these pieces. He had genius and 
strong passions, but was very indelicate. 

The tragedies of Rowe abound in morality, 
and in elevated sentiments. His poetry^is good, 
and bis lauguage pure and elegant. He is, 
pot withstanding, too cold and uninteresting ; 
and flowery, rather than tragic. . His best dra- 
mas are Jane Shore, and the Fair Penitent, 
which excel in the tender and pathetic. 

Dr. Young's Revenge, discovers genius and 
fye ; but wants tenderness, and turns too much 
on the direful passions. In the Mourning Bride 
of Congreve, there are fine situations and much 
^good poetry. The tragedies of Thomson, are 
top full of a stiff morality, which renders them 
tfull and formal. His Tancred and Sigismnnda, 
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is fats masterpiece ; and for the plot, charac- 
ters, and sentiments, justly deserves a place 
among the best English tragedies. 

A Greek tragedy is a simple relation of an in- 
teresting incident. A French tragedy is a se- 
ries of artful and refined conversations. An 
English tragedy is a combat of strong passions, 
set before us in all their violence, producing 
deep disasters, and filling the spectators with 
grief. Ancient tragedies are more natural and 
simple ; modern more artful and complex. 



COMEDY. 

£THE strain and spirit of comedy discriminate' 
it sufficiently from tragedy. While pity, ter- 
ror, and the other strong passions form the 
province of the latter,the sole instrument of the 
former is ridicule. 'Follies and vices, and what- 
ever in the human character is improper, or ex- 
poses to censure and ridicule, are objects of 
comedy. As a satirical exhibition of the im- 
proprieties and follies of men, it is useful and 
moral. It is commendable by this species of 
composition, to correct, and to polish the man- 
ners of men. Many vices are more success- 
fully exploded by ridicule, than by serious ar- 
guments It is possible, however, to employ 
ridicule improperly ; and by its operation to do 
mischief instead of good. For ridicule is far 
from being a proper test of truth. Licentious 
writers therefore of the comic class, have often 
cast ridicule on objects and characters which 
r3 
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did not deserve it. But this is not the fault of 
comedy, but of the turn and genius of certain 
writers. In the hands of loose men, comedy 
will mislead and corrupt ; but in those of virtu- 
ous writers, it is not only a gay and innocent, 
but * laudable and useful entertainment. En- 
glish comedy, however, is frequently a school 
of vice. 

The rules of dramatic action, thai were pre* 
scribed for tragedy, belong also to comedy. A 
comic writer must observe the unities of action, 
time, and place. He must attend to nature and 
probability. The imitation of manners ought 
to be even more exact in comedy than in trag- 
edy ; for the subjects of comedy are more fami- 
liar and better known. 

The subjects of tragedy are confined to' no 
age nor country; but it is otherwise in comedy. 
For the decorums of behaviour, and the nice 
discriminations of character, which are the sub- 
jects of comedy, change with time and country; 
and are never so well understood by foreigners, 
as by natives % We weep for the heroes of Greece 
and Rome ; but we are touched by the ridicule 
of such manners and characters only, as we see 
and know. The scene therefore of comedy, 
should always be laid in the author's own coun- 
try and age. The comic poet catches the man- 
ners living, as they rise. 

It is true, indeed, that Plautus and Terence 
did not follow this rule. The scene of their 
comedies is laid in Greece,and they adopted the 
Greek laws and customs. But it is to be re- 
membered, that comedy was in their age, a new 
entertainment in Rome,and that they were con* 
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tented with the praise of translating Menander 
and other comic writers of Greece. In poste- 
rior times the Romans bad the " Corned ia To- 
jgata," or what was founded on their own man- 
ners, as well as the " Comedia Palliate," which 
was taken from the Greeks. 

There are two kinds of comedy, that ef cha- 
racter, and that of intrigue. In the last, the 
plot or action of the play is the principal object. 
In the first, the display of a peculiar character 
is the chief point ; and to this the action is sub- 
ordinate. The French abound most in come- 
dies of character. Such are the capital piece* 
of Moliere. The English have inclined more 
to comedies of intrigue. Such are the plays of 
Congreve ; and in general there is more story, 
action, and bustle in English, than in French 
comedy. 

The perfection of comedy is to be found in a 
proper mixture of these two kinds. Mere con- 
versation without an interesting story is insipid. 
There should ever be so much intrigue, as to 
excite both fears and wishes. The incidents 
should be striking, and afford a proper field for 
the exhibition of character. The piece however; 
should not be overcharged with intrigue ; for 
this wouM be to convert a comedy into a novel. 

With respect to characters it is a common 
error of comic writers, to carry them much be- 
yond real life ; indeed it is very difficult to hit 
the precise point, where wit ends, and buffoon- 
ery begins. The eommedian may exaggerate; 
but good sense must teach bim where to stop. 

In comedy there ought to be a clear distinc- 
tion in characters. The contrast of characters, 
r4 
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however, by pairs, and by opposite*, is too 
theatrical and affected. It is the perfection of 
art to conceal art. A masterly writer gives us 
his characters, distinguished rather by such 
shades of diversity, as are commonly found in 
society, than marked by such oppositions, as 
are seldom brought into actual contrast in any 
pf the circumstances of life. 

The style of comedy ought to be pure, lively, 
and elegant, generally imitating the tone of 
polite conversation, and never descending into 
gross expressions. Rhyme is not suitable to 
comic composition : for, what has poetry to do 
with the conversation of men in common life ? 
The current of the dialogue should be easy 
without pertness, and genteel without flippan- 
cy. iThe wit should never be studied, nor un- 
seasonable. 



ANCIENT COHE0Y. 

THE ancient . comedy was au avowed satire 
against particular persons, brought upon the 
stage by name. Such are the plays of Aristo- 
phanes ; and compositions of so singular a 
nature, illustrate well the turbulent and licen- 
tious state of Athens. The most illustrious 
personages, generals, and magistrates, were 
then made the subjects of comedy. Vivacity, 
satire, and buffoonery, are the characteristics of 
Aristophanes. On many occasions he displays 
genius and force ; but his performances give 
V«i no high idea of the attic taste for wit in 
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his age. His ridicule is extravagant ; his wit 
farcical ; bis personal raillery cruel and biting ; 
and bis obscenity intolerable. 

Soon after the age of Aristophanes, the lib- 
erty of attacking persons by name, on the stage, 
was prohibited by law. The middle comedy 
then took its rise. Living persons were still 
attacked, but under ficticious names. Of these 
pieces we have no remains. They were suc- 
ceeded by the new comedy ; when it became 
as it is now, the business of the stage to exhibit 
manners and characters, but not those of partic- 
ular persons* The author of this kind, most 
celebrated among the Greeks, was Menander ; 
but his writipgsare perished. 

Of the new comedy of the ancients, the only 
remains are the plays of Plautus and Terence. 
The first is eminent for the vis comica, and for 
an expressive phraseology. He bears,however, 
many marks of the rudeness of the dramatic art, 
in bis time. He has too much low wit and 
scurrility ; and is by far too quaint and full of 
conceit. He has more variety and more force 
than Terence ; and his characters are strongly 
marked, though sometimes coarsely. 

Terence is polished, delicate, and elegant. 
His style is a model of the most pure and grace- 
ful latinity. His dialogue is always correct 
and decent ; and his relations have a pictur* 
esque and beautiful simplicity. His morality 
is in general unexceptionable ; his situations are 
interesting ; and many of his sentiments touch 
the heart. He may be considered as the foun- 
der of serious comedy. In sprigbtltness and 
strength be is deficient. There is a sameness 
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in his characters and plots ; and he is said to 
have been inferior to Menendtr, whom he cop- 
ied. To form a perfect comic author, the spir- 
it and fire of Plautus ought to be united with 
the grace and correctness of Terence. 



SPANISH COMEDY. 

JL HE most prominent object in modern ceme- 
dy is the Spanish theatre. The chief comedi- 
ans of Spain are Lopez de Vega, Guillen, and 
Caitieron. The first, who is the most famous 
of them wrote above a thousand plays ; and 
was infinitely more irregular than Shakspeare. 
He totally disregarded the three unities, and 
every established rule of dramatic writing. 
One play often includes many years, and even 
the whole life of a man. The scene, during 
the first act is in Spain ; the next in Italy ; and 
the third in Africa. His plays are chiefly his- 
torical ; and are a mixture of heroic speeches, 
serious incidents, war and slaughter, ridicule 
and buffoonery. He jumbles together Chris- 
tianity and paganism, virtues and vices, angels 
and gods. Notwithstanding his faults, he pos- 
sessed genius, and great force of imagination. 
Many of his characters are well painted ; many 
of his situations are happy ; and from the 
source of bis rich invention, dramatic writers 
of other nations have frequently drawn their 
materials. He was conscious himself of his 
extreme irregularities, and apologized for them 
from the prevailing taste of his countrymen. 
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FRENCH COMEDY. 

THE comic theatre of France is allowed to be, 
correct* chaste, and decent. The comic author 
in whom the French glory most, is Moliere. 
In the judgment of French critics be has near- 
ly reached the summit of perfection in bis art. 
Nor is this the decision of mere, partiality, 
ftloliere is the satirist only pf vice and fol- 
ly. His characters were peculiar to his own, 
times ; and in general, his ridicule was justly 
directed. His comic powers were great ; and 
bis pleasantry is always innocent. His Misan- 
thrope, and Tartuffe are in verse, ami consli* 
tutea kind of dignified comedy, in which vice 
is exposed in the style of elegant and polite sat- 
ire. In his prose comedies there is a profusion 
of ridicule ; but the poet never gives alarm to 
' modesty, nor cast? contempt pn virtue. With 
these high qualities bower, considerable defects 
are mingled. In unravelling bis plots he is un- 
happy ; as this is frequently brought on 
with too little preparation,anc{ in an improbable, 
manner. In bis verse comedies he is not always, 
sufficiently interesting ; and he is too full of long 
speeches. In his risable pieces in prose he is 
too farcical. But upon the whole it may be 
affirmed, that few writers ever attained so per- 
fectly the true end of comedy. His Tartufl$ 
and Avare are his two capital productions.* 
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ENGLISH COMEDY. 

FROM the English theatre is naturally ex- 
pected a greater variety of original characters 
in comedy, and bolder strokes of wit and hu- 
mour, than from any other modern stage. Hu- 
mour is in some degree' peculiar to England. 
The freedom of the government, and the unres- 
trained liberty of English manners, are favour- 
able to humour and singularity of character. In 
France the influence of a despotic court,srjreads 
uniformity over the nation. Hence comedy has 
a more amplified arid a freer vein in Britain 
than in France. But it is to be regretted, that 
the comic spirit of Britain is often disgraced by 
indecency and licentiousness. 
' The first age, however, of English comedy 
was not infected by this spirit/ The plays of 
Shakspeare and Ben Johnson have bo immoral 
tendency: : The comedies of the foimar, dis- 
play a strong, creative geuius ; but are irregu- 
lar in conduct. They are singularly rich in 
characters atad mariners ; but often descend to 
please the mob. Johnson is more regular, but' 
stiff and pedantic ; though not void of dramatic 
genius. Much fancy and invention, and many 
fine passages, are found in the plays of Beau- 
mont and Fletcher. But, in general, they a- 
bound in romantic incidents, unnatural cbarac- 
ters, and coarse' allusions. 
: Change of manners' has rendered the come* 
dies of the last age obsolete. For it is the exhi- 
bition of prevailing modes and characters, that' 
gives a charm to comedy. Thus Plautus was 
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antiquated to the Romans in the days of Augus- 
tus. ' But to the honour of Shakspeare, his 
Falstafl; is still admired, and bis Merry Wives) 
of Windsor read with pleasure. 

After the restoration of Charles II. the licen- 
tiousness which polluted toe court and nation, 
seized upon comedy , The rake became the 
predominant character, (tidicute was thrown, 
upon chastity and sobriety. At the end of the 
\ play, indeed, the raise becomes a; . sober man \ 
r but through the performance ije is a fine gen- 
[ tleman, and exhibits a picture 6( the pleasura- 
; ble enjoyments of life. This spirit of comedy 
: bad the worst eflject on youth o\ both sexes,and 
continued to the days, of George II. ' ' ' 

in the comedies of Dry den, there are many 
strokes of genius ; but he is hasty and careless* 
As his object was to please, he followed the 
current of the times, and. gave way to indeli- 
cacy and licentiousness. His indecency was, 
at times, so' gross, as to occasion a prohibition 
of bjs plays on the siage. ' '"* 

After Dryden, flourished Gibber, Vanburgh, 
Farquhar, and Congreve. (Jibber has spright- 
liness and a pert vivacity ; but bis incidents 
are so forced and unnatural, that his perfor- 
mances have all sunk into obscurity, excepting 
The Careless Husband, ana The Provoked 
Husband. Of these the first is remarkable for 
the easy politeness of the dialogue ; 'and it is 
tolerably moral in its conduct. ' The latter, in 
which Cibber was assisted by Vanburgh,is per- 
haps the best comedy in the English language; 
and even to this it may be objected, that it has* 
a doqble plot. Its characters, however, are hat-" 
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ural, and it abounds with fine painting fad 
happy strokes of humour. 

VVit, spirit, and ease, characterize Sir John 
Vanburgh ; but he is the most indelicate and 
immoral of all our comedians. Gong re ve un- 
doubtedly possessed .genius. He is witty and 
sparkling, and full oi character and action, la- 
deed he overflows with wit ; for, it is often in- 
troduced unseasonably ; and, in general, there 
is too much of it for well bred converaation. 
Farquhar is a light and gay writer ; less correct 
and less brilliant than Congreve ; but he has 
more ease, and much of the vi? comity. Like 
Congreve he is licentious ; and modesty must 
turn from them both with abhorrence. The 
French boast with justice of the superior de- 
cency of their stage, and speak of the English! 
theatre with astonishment. Their pbilosophi- 1 
cal writers ascribe the profligate manners of 
London to the indelicacy and corruption of 
English comedy. 

Of late years a sensible reformation has takeq 
place in English comedy. Our writers of com- 
edy now appear ashamed of the indecency of 
their'predecessors. They may be inferior to 
Farquhar and Congreve in spirit, ease,and wit ; 
but they have the merit of being far more inno- 
cent and moral. ^ 

To the French stage we are much indebted 
for this, reformation. The introduction witbio 
a few years of a graver comedy in France, cal- 
led the serious or tender comedy, has attracted 
the attention and approbation of our writers. 
Gaiety and ridicule are hot excluded from this 
species of comedy j but it lays the chief stress 
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on tender and interesting situations. It is sen- 
ti mental, and touches the heart. It pleases 
anot so much by the laughter it excites, as by 
the tears of ^affection and pj which it draws- 
forth. 

. This form of comedy was opposed in France, 
as an unjustifiable innovation. It was objected 
hy critics that it was not founded on laughter 
f and ridicule ; but it is not necessary that all 
' comedies be formed on one precise model. 
.. Some may be gay ; some serious ; and some 
may partake of both qualities Serious and 
i tender comedy has no right to exclude gaiety 
! and ridicule from the stage. There are mate- 
rials for both ; and the stage is richer for the 
, innovation. In general, it may be. considered 
> a-s a mark of increasing politeness and refine- 
[ rnent, when those theatrical exhibitions become 
, fashionable, which are free from indelicate sen- 
; s Uonent and an immoral tendency. 
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